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Introduction: From the Ground Up 


Peter Wilson 


The Greek—and above all, the Attic—theatre is probably the single 
most intensively studied institution from the ancient world. And, 
over the last thirty years in particular, research into Classical 
drama as an institution of the city-state has enjoyed a spectacular 
regeneration and efflorescence through the application of a range 
of fruitful new approaches. The once largely text-centred study of 
traditional philology and New Criticism has given way to a series of 
new methodologies that seek to understand dramatic texts within 
their many original ancient contexts. From the late 1970s per- 
formance-analysis and reconstruction pioneered by Oliver Taplin led 
the way,' teaching us to see Classical tragedy and comedy as works 
for the stage rather than the study, designed for a very real live per- 
formance under the alien conditions and conventions of ancient 
Greek open-air, communal, religious theatre. In the 1980s and 
beyond the paradigm shifted to more broadly political and social 
contexts, largely under the influence of the so-called ‘Paris School’ of 
Vernant and Vidal-Naquet, with its many successors.” This approach 
has for instance revealed how the theatre was a sounding-board for 
the deepest and most intractable issues of Athenian political and 


' Taplin (1977); cf. Russo (1984(1962)); Wiles (1997); Rehm (2002). 

* Vernant and Vidal-Naquet (1988(1972, 1986)); Goldhill (1986), (1987); 
Hall (1989); Meier (1993(1988)); Seaford (1994); Winkler and Zeitlin (1990); 
Easterling (1997). Witness the exponential growth of output in the 1980s and 1990s 
documented by Green (1998). 


2 Introduction 


social life, a site in which to grapple with the tensions and conflicts 
generated by the meteoric rate of growth of the imperial city-state— 
for instance, the deep conflicts that rapid social change generated 
between the genders and generations; or the obligations and perils of 
wielding huge power, and the consequent emergence of entirely new 
notions of personal agency. More recently, a further development 
within this approach has placed the emphasis on the ideological 
dynamics of tragedy (and to a lesser extent, of comedy) both within 
and beyond the city-state—serving as a medium of mutual mystifica- 
tion between the social groups of élite and mass that structured the 
democratic polity;’ and as a means of Athenian cultural hegemony in 
the wider Greek world through the dramatic appropriation of the 
mythic heritage and heroes of her ‘friends’ abroad.* 

A common feature of all these works is that they have sought 
to ground themselves, more explicitly than their narrowly literary or 
philological forebears, in the historical moment of the theatre and 
its instituting societies.” A new and welcome value has been attached 
to the evidence for the operation of the theatre within its original 
context, or rather within its many original contexts. This sophisti- 
cated move to historicise drama represents a genuine paradigm-shift 
of enormous richness. Yet in some cases, the influence of the dichot- 
omising habits of structuralism has tended to privilege powerful, 
abstract polarities, particularly in terms of the ideological construc- 
tion of Athenian identity—which has been the subject of greatest 
scholarly interest in this development. While the Greek mentality 
was certainly infused and formed by polarities, there is a danger 
that excessive attachment to them in interpretation can result, para- 
doxically, in the elision and homogenisation of the very historical 
specificity, desire for which motivated the historical turn in the first 
place.° 

The approach collectively exemplified in this volume advocates 


> Griffith (1995). *“ Kowalzig (2006). 

° ‘Historical moment’ is the phrase of Vernant and Vidal-Naquet, from the title of 
their important article of (originally) 1968: see Vernant and Vidal-Naquet (1988 
(1972, 1986) 23-8, 417). 

° For further discussion of these issues see the contributions to Goff (1995) and 
Pelling (1997). 
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recognition of the specificity and complexity of the material con- 
ditions of dramatic production as they varied over time and place; 
and the recognition of the importance of close contact with the 
raw data relating to the organisation and operation of theatre and 
festivals. Attention to such information need not represent a retreat 
to naive empiricism. Analysed with the appropriate care and sophis- 
tication, the documentary evidence can become a more eloquent 
testimony to the ideological and historical complexity of its societies. 
Interpretation arrives at an apprehension of such complexity 
through a ‘bottom-up’ approach, from the evidence for material 
conditions, rather than via the ‘top-down’ method of some of the 
more abstract forms of structuralism and post-structuralism. 

Despite the marked interest in the historical and social dimensions 
of drama, the documentary base on which all this recent work rests 
has itself received little systematic attention for decades. Hundreds 
of these interpretative studies blithely refer to the relevant pages 
of Pickard-Cambridge’s The Dramatic Festivals of Athens* and 
Dithyramb, Tragedy, Comedy and take all that is said in them on trust. 
While a number of recent contributions have updated some aspects 
of these fundamental works, or presented elements of the material 
with significant new analysis, there remains a real need to energise 
the study of the documentary base of the Greek theatre—and the 
same is true of the performance culture of Greek festivals more 
broadly—‘from the ground up’. This volume is a first step in such a 
project. 

To this end, the parts into which this book is divided represent a 
three-pronged approach. The first—‘Festivals and Performers: Some 
New Perspectives’—recognises the need for venturing broad over- 
views on some of the big-picture questions. The second— ‘Festivals 
of Athens and Attica’—constitutes a call to reinvigorate the study of 
the familiar material from the metropolis of theatre by asking new 
questions of it, by recombining its elements in unfamiliar and pro- 
ductive ways, and by integrating less well-known evidence into the 
mainstream of discussion. The third part— “Beyond Athens’— moves 
away from that metropolis to the wide, enormously rich and still 
under-studied world beyond. 

William Slater’s opening salvo tackles the big picture by refus- 
ing to shy away from the sheer bulk and unpredictability of the 


4 Introduction 


epigraphic material at hand for the theatrical and festival culture of 
Greece. Much of the evidence he presents is largely ‘unprocessed’ by 
historians of Greek festival culture, let alone by mainstream his- 
torians. For it is a recurrent theme of this volume, and an aspiration 
for future work, that the evidence of Greek communities’ festival life 
has important ramifications for the more traditional questions of 
politics, of inter-state relations and the shifting balance of powers in 
the Mediterranean. 

Slater also alerts us to some of the peculiar problems that beset all 
our evidence: for instance the uncomfortable fit, or entire absence of 
any observable fit, between epigraphic and numismatic sources for 
festivals; and the particular variability of the “epigraphical habit’ in 
relation to festivals across time and place. His survey suggests the 
need for posing afresh some basic questions in response to the 
pattern of evidence, such as why certain groups or individuals chose 
to record their festival arrangements in a permanent manner while 
others did not. 

One boundary that has recently, and very productively, undergone 
erosion in ancient theatre studies, largely under the influence of 
developments in anthropology and social anthropology, is that 
between ‘the play’ itself and the ensemble of other events—ritual, 
political, disruptive—that framed and interfered with drama, or any 
ancient performance: the procession that brought the god and his 
offerings to the sanctuary; the announcement by heralds of honours 
awarded to civic benefactors; the presentation of Athens’ orphaned 
boys of the year’s war-dead on reaching manhood, or of the Classical 
empire’s tribute, deposited talant-by-talant in the orchestra; or the 
unscheduled but equally entertaining brawls that broke out between 
rich and honour-hungry sponsors in front of the assembled 
audience.’ The epigraphic dossier is particularly rich in evidence for 


” Goldhill (1987) was a seminal study of the Great Dionysia in this respect; 
cf. also Sourvinou-Inwood (1994); contributors to Winkler and Zeitlin (1990) and 
Dougherty and Kurke (1993), (2003). Goldhill and Osborne (1999) refines and 
extends the approach to other areas of Athenian culture: Kavoulaki (1999) on pro- 
cessions, building on the important article of Connor (1987); cf. also Cole (1993); 
Maurizio (1998). Wilson (1991) and (2000) 144-97 on khoregic performance and 
disruption. 
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the (attempted, desiderated) management of such activities, and a 
pioneer of its comprehensive analysis, Angelos Chaniotis,® gives us 
here a survey and typology of these activities that ranges very widely 
in time and place. He shows, among other things, that theatres were 
‘engines of honour’—sites where the very act of conferring honour 
on individuals or groups was a performative event that made that 
honour real. As such, theatres were also the pre-eminent site for 
communication between men and gods, between the constitutive 
elements of a city-state and, with increasing importance in the 
Hellenistic period, between city-states and the succession of powerful 
forces outside them that so determined their fate: Macedonian 
overlords, kings, and Roman emperors. These ‘stage directions in 
stone’ only became abundant in the Hellenistic period, but we can 
with some confidence say that their appearance in the epigraphic 
record should not be correlated with their appearance in practice, 
for Greek political society had long been a performance culture in 
which the paradramatic was deeply inscribed, both in the very basic 
rituals of its religious practice such as sacrifice and procession and 
in the (alleged or imagined) actions of leaders like Peisistratos 
and Solon—the former said to have carefully stage-managed his 
return to power by costuming an especially tall local girl as Athena 
and putting her in the front of his chariot as though a divine escort; 
the latter perhaps having ‘played mad’ in a striking appearance in 
the agora of Athens designed to persuade his city to war.’ If the 
(apparently) endlessly repetitive character of the Hellenistic 
honorific decrees and similar documents has hitherto encouraged 
historians to regard (and more often to ignore) them as empty 
formulae, Chaniotis demonstrates that these formulae, like those of 
Homer, operate within a tight economy in which subtle variation is 
all-important. 

The single most significant development (and an extraordinarily 
complex development at that) in the post-Classical history of the 
Greek theatre is the rise and spread of the powerful organisations 
known as the Artists (“Craftsmen’ might be a better word: I shall use 


* See esp. Chaniotis (1997). 
° Peisistratos’ return: Connor (1987); Cawkwell (1995); Solon plays mad: Plu. Sol. 
8; D.L. 1.2; Higbie (1997). 
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the transliteration Tekhnitai throughout) of Dionysos (of wepi tov 
Advucov rexvirar). These Guilds or Associations (koina, synodoi) 
were born of the vast and rapid spread of the theatre from Attica 
in the late Classical period, and more particularly, of the steep 
escalation in demand for its experts, and so too in its economic force. 
They provided—to individuals, cities, or the various organising 
bodies of particular festivals across and beyond Greece—a specially 
tailored array of the necessary performers of all kinds (including 
musicians, actors, and poets) as well as production teams (costume 
makers, trainers) ‘publicity’ (heralds), even the entire paraphernalia 
needed to launch new divine or quasi-divine cults. And they 
negotiated the financial and other terms of labour for their members, 
providing in turn for the power-brokers of the age the forms of 
commemoration, propaganda, and honorific publicity that they 
needed, all the while operating as virtually autonomous political 
entities issuing their own decrees, electing their own magistrates, and 
sending ambassadors to all corners of the Greek world. 

Our (fragmentary) knowledge of their extraordinary range of 
activities is based overwhelmingly on epigraphy.’ We are very fortu- 
nate to have two full-scale recent studies devoted to this difficult 
material. Their authors— Brigitte Le Guen and Sophia Aneziri—both 
contribute to this volume. The two major works of these scholars— 
which include authoritative editions and commentary on the 
entire documentary corpus—have rescued the Tekhnitai from nearly 
a century of effective neglect and built the framework for a new 
generation of study, and for future discoveries (which are entirely 
likely, as Ma’s contribution here shows).'’ In this volume, Aneziri 
provides a broad survey of the range of organisational services and 
participation offered by the Tekhnitai in musical contests in the 
Hellenistic period. This is the sort of big picture issue that has been 
markedly absent in the study of the Tekhnitai for so long. Aneziri 


'° In very approximate terms, epigraphical sources for their activities are some 
500 percent more abundant than literary (Le Guen 2001a: I.22)—another instance of 
a striking evidential distribution that merits further consideration. 

"' Aneziri (2003); Le Guen (2001a) I and II. Another valuable contribution to this 
revival of interest is the introductory essay of Lightfoot (2002). See also the most 
important items in translation, with synthetic overview, in Csapo and Slater (1994) 
239-55. 
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presents the answers available on the current evidence to such central 
questions as whether the Tekhnitai enforced a members-only policy 
for participation (and remuneration) in the contests organised, or 
co-organised, by them.” 

Metropolis of theatre, the city of Athens also merits the title of 
metropolis of the epigraphic habit. Important advances, large and 
small, are currently being made in the ample region where these 
two spheres overlap: the completion of the third edition of the 
monumental work of epigraphical scholarship that is Inscriptiones 
Graecae I and II is not far distant; a number of interpretative studies 
heavily dependent on the relevant elements of it have recently 
appeared, and new finds continue to be made.” 

The contributors to the second part of this volume all treat 
Athenian material in new ways. Eric Csapo assembles for the first 
time the dossier of epigraphic and other evidence for the neglected 
figure of the theatre-lessee, and makes a bold and compelling case 
that, prior to the construction of the first stone theatre of Dionysos 
in the last third of the fourth century, the Athenian polis had the 
seating of that theatre rebuilt in wood each year under a contract that 
saw private, entrepreneurial interests make a handsome profit from 
takings. The consequences of this argument (based in large part on 
close analysis of the important but neglected lease for the Peiraieus 
theatre, Agora 19 (1991) L13) are enormous. No Classical drama was 


" For a full discussion of these issues as they relate to actors in particular in the 
Hellenistic period see also Le Guen (2004). 

'° Examples of recent editions of and studies based heavily on Attic theatre- 
inscriptions: Mette (1977); Csapo and Slater (1994); Le Guen (2001a); Aneziri 
(2003); Csapo (2004b); Makres (1994) and Wilson (2000) on khoregic and related 
inscriptions; Stephanis (1988), a full prosopography of the festival community in 
and beyond Athens. Jones’ study of rural Attic theatre (2004: ch. 4) should also be 
mentioned. Some important smaller-scale contributions and new finds: Lambert 
(1998) on the genos Bakkhiadai and (2003) on the first Athenian agonothetai (further 
work is promised on decrees honouring members of the theatre-community at 
Assembly meetings held in the theatre after the Dionysia); Palles (2003); Latini 
(2003); Summa (2003a), (2003b), (2004). Summa, who is engaged on the IG IP 
project, also promises work on the deme material. Wilson and Csapo have embarked 
on a project (funded by the Australian Research Council) to write a new social and 
economic history of the Classical theatre, on the basis of a complete overhaul of the 
documentary evidence. 
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staged at its debut in an urban theatre with permanent seating; the 
capacity of the fifth-century theatre is much closer to seven than 
to Plato’s ‘thirty thousand’; we must recognise the existence of a 
vigorous theatrical economy at work at a much earlier date than has 
hitherto been supposed. 

In discussion following Csapo’s paper at the colloquium which 
gave rise to this volume, it emerged that Hans Goette’s work-in- 
progress on the archaeology and architecture of the theatre of 
Dionysos had reached strikingly similar conclusions to Csapo’s 
from its very different angle on the matter of the seating capacity of 
the Classical theatre. He has accordingly provided a well-illustrated 
appendix to Csapo’s chapter that presents the best available current 
evidence for the little that we know about the Classical theatron, 
thereby correcting a good deal of entirely misguided and extremely 
influential discussion of the subject that still fills handbooks of 
the theatre. His own chapter that follows is also fundamentally 
archaeological in orientation, and it serves to exemplify an impor- 
tant principle of all epigraphic work: that while inscriptions are 
indeed texts, they are most importantly—like all texts—texts in 
contexts. The most immediate material context for the many 
khoregic inscriptions from the Athenian theatre is that of their 
monumental setting, the physical structures on which these records 
of theatrical success were inscribed. Goette presents a comprehensive 
survey of these, introducing material hitherto overlooked in this 
connection, based on his extensive work in Athens and his access to 
the collections of the city’s museums. His survey perfectly illustrates 
the importance of assessing the epigraphic corpus in and against 
architectural environment. For while the epigraphic formulae of 
the khoregic inscriptions show relatively limited variation, their 
monumental settings are spectacularly varied. Important con- 
clusions follow for the politics of display within a (changing) 
democratic context. 

My own chapter looks at a major urban festival of Athens, the 
Thargelia in honour of Apollo, which has been sidelined in the recent 
proliferation of integrated studies of festivals like the Panathenaia 
and Dionysia that have shown very fruitfully how the various con- 
stituent elements and the dynamic structures of these festivals— 
including their prominent agonistic performances—were vital to 
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the formation and development of Athenian collective and group 
identities.'* The Thargelia has suffered from the glamour of its sib- 
lings, and probably too from the fact that drama was never, appar- 
ently, introduced to it (as it was eventually even at the Panathenaia.)"° 
Yet musical performance was central to Apollo’s festival, in the form 
of the ‘circular choruses’ organised according to the Attic tribes that 
are so prominent on the Athenian festival scene, and well represented 
in the epigraphic record. Within the context of a general assessment 
of these performances held at the Thargelia, largely on the basis of 
the epigraphic dossier, I attempt to initiate a more integrated 
approach to this festival. 

Close study of this urban festival of Athens opens paths beyond 
Athens and Attica—to Delos in particular and to the cities of the 
Classical maritime empire, whose performances for Apollo on 
Delos were significantly moulded, I argue, by Athenian practice 
in the Pythion at home. Those paths beyond Athens are followed 
much further afield in Part Three, which ranges widely in the vast, 
growing and (increasingly) well-edited array of rich epigraphic and 
archaeological material from outside Attica which is, as yet, largely 
under-exploited.’® 

A further bridge between Parts Two and Three is provided by the 
elusive but long-lived and widespread performance category of 
dithyramb. The surviving khoregic monuments discussed by Goette 


‘4 On the Panathenaia: Neils (1992), (1994), (1996); Wohl (1996); Maurizio 
(1998); Shear (2001); on the Dionysia: Goldhill (1986); Easterling (1997), with 
further bibliography. 

'S See Tracey and Habicht (1991); D.L. 3.56; IG IP’ 3157 (first century AD). 

'© A few recent contributions to the study of theatrical culture (broadly under- 
stood) through epigraphy outside Attica (purely exempli gratia): the major re-edition 
and analysis of the documents relating to the Tekhnitai of Dionysos by Le Guen 
(2001a) and Aneziri (2003); Le Guen (2001b) on theatre in the islands; Ceccarelli 
(1995) on the Koan Dionysia, to which the ongoing publications of Parker and 
Obbink (cf. 2000, 2001a, 20001b) will add further material. Important studies of the 
spread of theatre: Easterling (1994); Dearden (1999); Le Guen (1995); Taplin (1999); 
Allan (2001); Revermann (1999-2000); Csapo (2004b). Another recent sign of 
growing interest in the Realien of the post-Classical theatre is the collection edited by 
Martina (2003). This includes a study by Nicolucci (2003) of the role of satyr-drama 
at the court of Attalos I that can profitably be read alongside the chapters by Le Guen 
and Ma in this volume. 
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are overwhelmingly associated with dithyramb,” while the circular 
choruses of the Thargelia are routinely, if (in my opinion) problem- 
atically, equated with dithyramb by a scholarly tradition that 
stretches back at least to late antiquity. Just as this volume seeks to 
move the centre of attention away from Athens and away from the 
Classical period, so too it cumulatively makes the case for studying 
the history of the dramatic genres alongside those with which they 
shared their theatres, and often their festivals—in particular the 
dithyramb, but also other musical performances such as song to the 
kithara, instrumental kithara-playing and the various crafts (tekhnat) 
for the ubiquitous double-pipe (aulos).'* This is far from being 
a revolutionary suggestion. Pickard-Cambridge not only devoted a 
book to the full ‘triad’ of theatrical genres (Dithyramb, Tragedy, 
Comedy (1927)); his magisterial study of the theatre through all its 
documented remains (Dramatic Festivals of Athens (1988) ) also deals 
with dithyramb, though in a somewhat perfunctory manner. Like 
so much other scholarly discussion of the form, this is heavily anti- 
quarian in its orientation or simply a modern rewriting of the 
ancient critical tradition’s dismissive history of decline. For 
dithyramb has always been the ugly sister among the Dionysian 
genres, and its post-Classical material and performative dimensions 
in particular are very poorly represented in modern scholarship.” 
Yet this was the most widespread and long-lasting form of choral 
performance in the ancient world, with a securely dateable history 


'’ For an exploration of the question as to why the remains of Athenian khoregic 
monuments are so skewed away from the dramatic forms and towards dithyramb see 
Wilson (1997a) and (2000), esp. 236-44. 

'8 Moretti (2001) is a fine example of an advanced general introduction that 
includes musical contests (mousikoi agones) alongside theatre. For the ubiquity of the 
aulos see the works cited by Le Guen below p. 251, and Wilson (1999). 

'® Some promising recent developments include: Zimmermann’s general survey 
(1992); the collection of testimonia of Ieran6d (1997); new editions and commentaries 
on the surviving texts by Lavecchia (2000) of Pindar (another by d’Alessio is eagerly 
awaited); and Maehler (1997) for Bakkhylides. Cf. also Wilson (2000) and (2003); 
Csapo (2004b) on the prominence of dithyramb within the ‘New Musical revolution’; 
Fearn (2003), forthcoming as a monograph. A volume on dithyramb and social 
change arising from a colloquium held in Oxford in July 2004 edited by Barbara 
Kowalzig and myself will appear in due course. Among others it includes important 
contributions on Hellenistic dithyramb (Ceccarelli), the later (imperial) Athenian 
dithyrambic monuments (Shear) and the changing name of the form (d’Alesssio). 
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from the early Archaic age well into the late Hellenistic period. It 
thus offers a rich terrain for the study of changing cultural forms, 
and in particular of the shifting relationship between drama and 
dithyramb. 

In Part Three the spotlight is twice focussed on dithyrambic per- 
formance in widely separated centres of the Greek world—Cyrene 
and Teos. Paola Ceccarelli and Silvia Milanezi analyse two intriguing 
items of epigraphical evidence for the performance of dithyramb— 
as well as tragedy—in the culturally flourishing centre of fourth- 
century Cyrene (where excavations continue to uncover theatres). 
The first was published some six years after the appearance of 
Pickard-Cambridge’s authoritative survey of 1927, and as a result has 
never made it into the mainstream of theatre- or literary-historical 
discussion. The other was only published in 1998. Their exemplary 
presentation of and commentary on this difficult material remedies a 
significant omission in the current works of reference and illustrates 
nicely how much our knowledge of the big picture of performance 
history depends on the careful analysis of nugatory finds whose 
appearance is so unpredictable. 

The Cyrenean documents reveal to us civic and religious 
authorities concerned to account for (among many other things) the 
expenses that accrued to them from the performance of tragedy and 
dithyramb at one of their major festivals—principally, it seems, in the 
form of the ‘traditional’ beast associated with dithyramb, the ox, 
which had probably been awarded as the prize for victors in contests 
of both tragedy and dithyramb. By contrast, the new inscription 
from Teos published here for the first time by John Ma fits into the 
well-known category of the victor-list, a permanent record in stone 
of the successful contenders in a range of competitive events erected 
by the organising authority of the events. Discovered by Ma with the 
help of some Turkish schoolchildren—literally unearthed from the 
soil of their playground—this becomes the fourth inscription testify- 
ing to energetic contention in dithyramb and satyr-play in the late 
third and second centuries. He places his discussion of the new find 
within a valuable survey of the region, history and epigraphy of Teos. 
And he attempts to resolve in this specific case the issue addressed in 
the round by Aneziri in Part One, as to what degree of organisational 
involvement an Association of Tekhnitai (in this instance, that of 
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Ionia and the Hellespont, based in Teos at the time) had in the 
festival whose events these lists record. 

As a contribution to the history of dithyramb, Ma has given us 
the title of a new Hellenistic dithyramb—the Horse—with all the 
intriguing possibilities that a performance named thus after the great 
Trojan exploit may have had in the context of shifting power- 
relations in second-century western Anatolia. And the document 
presents a number of other tantalising clues about the development, 
and regional variation, in the form. For these Tean records, like the 
Cyrenean, use the specific Greek word d:OuvpayBos (dithyrambos) 
of their performances in a manner that the much more abundant 
material from the Classical Athenian Dionysia never does. We have 
to wait for the inclusion, in a personal list of the agonistic successes 
won by a famous kitharode, Nikokles son of Aristokles, of a victory 
‘with a dithyramb at the Lenaia’ (Ajvara d:8vpdpBwr) for anything 
comparable from Athens. Given that this is dated to the third cen- 
tury, we may, as Ma suggests, be looking at growing evidence for a 
‘revival’ of sorts in dithyramb at that time, but now interpreted or 
reinvented by great singers and instrumentalists on the kithara rather 
than sung by a civic chorus with an aulos-player.”” We may also, I 
suggest, be looking at a deliberately archaising gesture in these Tean 
and Cyrenean, as well as the third-century Athenian, contexts. 

Few musical artists (actors, poets, or instrumentalists) from the 
Archaic or Classical Greek world are known to us as individuals with 
any degree of detail or historical credibility. Paradoxically, while we 
know so little about the content of Hellenistic public performances 
(Menander aside), the vigour of the epigraphic habit in the period 
has bequeathed a rich prosopography of performers—admirably 
documented by Stephanis (1988)—which does permit, in a limited 
number of cases, the possibility of putting a little flesh on otherwise 
rather bare bones. Much more needs to be done in this area. For 
instance, Stephanis’ prosopography would make it possible to map 
all known performers (whose ethnics inscriptions by their nature 
often record) to the festivals and other sites of their activity, and 


* Nikokles, son of Aristokles: see Stephanis (1988) no. 1839. The identification is 
based on a combination of IG II’ 3779 (the list of victories of Nikokles son of 
Aristokles) with Paus. 1.37.2; cf. Wilson (2000) 391 n. 155. 
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so give us a sense of the patterns of movement of individuals and 
groups.” And there is a need for a more nuanced sociology of musical 
performers in particular (kitharodes, kitharists, auletes and the like) 
that gathers and compares all the evidence for remuneration, reward 
and other signs of status as they are distributed across the various 
musical tekhnai.” Brigitte Le Guen gives us a fine idea of what can be 
done here, in her detailed study of Kraton the aulos-player, probably 
the one musician from the ancient Greek world about whom we 
are best informed—and the information is provided entirely by 
epigraphy. What results from this meticulous assessment of the 
dossier is an individual who almost certainly rose in society on the 
back of his musical talent; who energetically served his profession at 
the highest level for decades, in the course of which he grew close to 
those in power—especially the Pergamene monarchy, for whose 
glorification he founded a special new artistic association; and who 
in later life became a substantial benefactor honoured by (among 
other things) a painted portrait, public eulogy, and a number of 
statues, beside at least one of which incense was to be burnt on 
important occasions. The complex mesh of networks traced by Le 
Guen between the various artistic associations and centres of power 
through which Kraton conducted his career make of his dossier an 
ideal illustration of the extremely close and symbiotic relationship 
between cultural and political power in this period. 

One of the regions in which Kraton spent a good part of his 
professional career was the city studied by Ma in his chapter, Teos. 
Indeed, Kraton’s career overlaps substantially with the period docu- 
mented by the Tean victor-lists and he is altogether likely to have 
attended, perhaps even participated in, such performances at some 
time.” Another of Kraton’s haunts was the Karian city of Iasos, where 
for instance we find him providing two days of musical performance 


*! Aneziri (2003) has made important progress in this direction: in addition to her 
chapter here, see e.g. her invaluable tables (422-62) tracking Hellenistic performers, 
including one (no. 8) with the ethnika of all known tekhnitai at contests. 

2 On aulos-players cf. Scheithauer (1997); Wilson (2002); cf. Nordquist (1994) on 
cultic players; on kithara-players: Bélis (1995). 

° The lists do not record the participation of aulos-players, although the satyr- 
play (in LB—W 91 = Le Guen 2001a: no. 46 A, LB—W 93 = Le Guen 2001a: no. 46 D 
and the new document) is likely to have required one, as is tragedy and/or comedy, 
proposed as possibilities for the same context by Ma. 
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in the theatre.” The cultural and political life of this city, as expressed 
through its theatre and theatrical community, forms the subject of 
the chapters by Rutherford and Crowther.” 

Ian Rutherford looks at a talented native of Iasos, the tragic poet 
Dymas. Not only does he rescue Dymas from unwarranted obscurity 
(few even among keen readers of Tragicorum Graecorum Fragmenta 
volume I—Tragici Minores—have lingered long over the page 
devoted to him); Rutherford’s analysis of the two surviving decrees 
passed by the authorities in Samothrace in his honour also shows 
how, in the high Hellenistic period, newly composed tragedy could, 
through its content and not simply by virtue of the genre’s accumu- 
lated cultural capital,”° play a significant role in relations between 
states and sanctuaries, and in the energetic fabrication of myth- 
histories that oiled the wheels of such relations. Like other contri- 
butions to this volume, Rutherford’s discussion reveals intriguing 
continuities of practice between Archaic—Classical and Hellenistic 
pragmatic poetics. The role of Dymas the tragic poet, moving 
between his home city and major panhellenic or regional sanctuaries 
with the products of his craft like the tragedy Dardanos, forging 
poetic and political ties between both sites and the far greater powers 
in the world beyond (in this case, Rome in particular) —all of this 
bears telling resemblance to the actions of more familiar figures like 
Pindar or Stesikhoros centuries earlier, crossing the Greek world as 
honoured purveyors of poetic products for the mighty, mortal, and 
immortal. The principle is the same; only the songs have changed.” 

Charles Crowther’s chapter is a valuable complement to Ruther- 
ford’s, as it provides a more systematic study of the operation of the 
Dionysia at Iasos, where Dymas spent at least some of his career as 
both poet and patron. 

Crowther presents a fully integrated study of the artistic life of this 
city as it is revealed through epigraphy. He incorporates recent 


** T.Jasos 163, ll. 9-10. See Crowther below, p. 310; Le Guen below, p. 251. 

* For recent historical and archaeological studies of Iasos see Caputo (2004). 

*° On which see e.g. Perrin (1997); Le Guen (1995). 

*7 Numerous aspects of this continuity emerged in a conference organised by 
Richard Hunter and Jan Rutherford and held in the Faculty of Classics, Cambridge, 
in April 2005 on the subject of ‘Poeti vaganti. A resultant volume of studies is in 
preparation. 
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discoveries, regenerates long-standing questions and provides some 
substantial new readings of well-known documents. His work high- 
lights the distinctive quality of Iasos in documentary terms. Here, 
in a city that was not a major player on the international scene, 
epigraphy is unusually informative (one wonders whether there 
is some relation between these two facts). Crowther’s study also 
demonstrates the importance of a full knowledge of the transmission 
history of epigraphic texts: the accounts of early travellers, the dis- 
persal patterns of stones, as well as what might well be viewed as the 
misappropriation of items by visitors that results in the eventual 
rescue of valuable knowledge—the importance of all these matters 
is nicely illustrated in the Iasian case. 

Here, perhaps uniquely, we are able to observe with some 
precision the relationship between the texts of a series of theatre- 
inscriptions, their original architectural settings, and the institutional 
and social life of the theatre itself. The development of that relation- 
ship can, moreover, be tracked in some detail over an extended 
period of the second century. This material also gives us another 
good example to add to Chaniotis’ typology of theatrical and para- 
theatrical rituals. For at some moment during the programme of the 
Iasian Dionysia, benefactors were given the opportunity to signify by 
a highly public and visual act—‘giving the nod’ (émwvevew)—that 
they intended to sponsor a future performance at the festival. This 
public performance of their own generosity, and all it implied about 
their role in the community, is uniquely preserved in stone—and 
Dymas the tragedian is among those recorded as having made such a 
gesture. (In his contribution, Ian Rutherford makes the interesting 
observation that Dymas, poet of tragedy, was honoured in Iasos 
for having funded the sibling—and in many ways, rival—genre of 
comedy.) 

In the opening chapter Slater draws attention to one particular 
paradox of the epigraphic record: namely, that the Latin festival 
tradition has left us considerably more abundant evidence of its 
existence than the western Greek tradition in Italy and Sicily which 
was, all the same, doubtless extremely full and active.” An important 
and little-known testimony to that tradition is the subject of the last 


*8 See further Todisco (2002); Burnett (1988). 
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two chapters, by David Jordan and myself. The fact that this is an 
incised lead tablet and not an inscription on stone is itself an interest- 
ing corollary of the phenomenon observed by Slater. Previous 
publication of this document is partial and not easily accessible. 
Jordan’s discussion is a full technical presentation with new readings 
that will, it is hoped, help feed this difficult and intriguing evidence 
into the mainstream of Greek festival studies. 

This tablet takes us back to the early or mid-fifth century. Its 
author is a man named Apellis, probably a citizen of Gela in Sicily, 
and clearly—as his role as a guarantor of the financial transaction on 
the other side of this tablet suggests—a person of substance and 
standing in his community. In the curse—or prayer—of side B that 
concerns the subject of this book, Apellis activates chthonic powers 
through a familiar form of ritual to ‘mark down’ a group of khoragoi, 
along with all their male relatives, in favour of one Eunikos, who 
is probably a competing khoragos himself. Apellis’ principal aim in 
assisting Eunikos in this way is, it seems, to secure admiration for 
Eunikos among his audience and his affection for himself. 

This document is a quite unique and extraordinary glimmer 
within a great darkness. It opens a window—very much ‘from 
below, and with a rarely personalised perspective—onto the 
mechanics of a Greek festival in the West which included choral 
contests.” It comes from a time and a place where the greatest 
practitioners of both ‘old’ choral forms (like the epinikion), and the 
newest (tragedy) were active. As Jordan argues, the khoragoi in this 
document are very probably performers, participating leaders of 
choruses, rather than leitourgical financiers, as we are familiar with 
the term in its (dominant) Athenian environment. 

My own chapter on ‘Sicilian choruses’ tries to fill out a little 
more of the possible cultural context from which this intriguing 
document emerges, drawing some parallels from other choral con- 
texts to illuminate it. In writing this, I was struck by the desirability 
of a broader history of the theatre seen ‘through western eyes’, so 
far as that is possible. This would be a valuable corrective to our 


* The known epigraphic sources relating to Gela—which lacked a supply of 
good stone—are decidedly uninformative (‘poco numerose e di non rilevantissimo 
interesse’: BTCG 8.9). 
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overwhelmingly—if understandably—Athenocentric view of the 
institution’s history. This book offers much material through which 
that wider project of ‘“decentring’ Athens in theatrical terms 
might take place, though such a move should not be impelled by the 
pendulum of revisionist zeal alone. And there are other trajectories 
along which study could profitably reorient itself on the basis of a 
fresh and full examination of the documentary evidence. A study of 
the theatre (Attic or other) that identifies and analyses its economic 
dimensions fully is a major desideratum, for instance. But there are 
many others. It is hoped that this volume might encourage some to 
find and follow them.” 


°° For a preliminary attempt at a view of Greek theatre history ‘through western 
eyes’ see now Bosher (2006). My thanks to Eric Csapo for improving criticism of this 
Introduction. 
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Deconstructing Festivals* 


William Slater 


A Seleukid king tells his bureaucrats to ensure that a cult of Artemis 
is established on an island in the Persian Gulf, and that there should 
be gymnic competitions; the surviving inscriptions testify to the 
footdragging that this insensitive missive produced for those on the 
spot.’ Cultural intrusions into the Gulf are no new thing, but this 
example serves to remind us that the Greek world, unlike ours, was a 
militant festival culture.” A composite picture of a festival can 
certainly be drawn.’ A recent inscription from Kos tells us usefully 
that a festival comprised thusia (sacrifice), panegyris, theorodokia 
(festival ambassadors), and competitions.’ But some Hellenistic 
festivals did not have a real panegyris, if that means a market fair as 
well as a festival,” let alone an expensive theorodokia,° which we could 
translate as a marketing strategy. At Didyma we find Hellenistic 
hestiasis (feasting) and thusia for a festival for Eumenes II, with the 


* This is a greatly altered and shortened version of the original paper in Oxford. 
My thanks to Giambattista D’Alessio for bibliographic help. 

" SEG 35, 1476. 

> There is a large bibliography on Festwesen: Auffarth (1991) 24ff. 

> E.g. Chaniotis (1995). 

* Parker and Obbink (2001b) 254; more examples: SEG 47, 388 (first century Bc): 
proxenoi, agon, thusia; Syll? 390: thusia, theoroi, agon. I. Ilion 2, 43: sacrifice, agon, 
panegyris. Chaniotis (2003) 6 suggests that a heorte consists of agon, thusia, and 
pompe; Mikalson (1982). 

° Strabo 10.5.4 on Delos, with Débord (1982) 24 and 310; Chandezon (2000). 

° Hennig (1997) gives a good historical overview of how this worked. Perlman 
(2000) is more specialised. 
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added attraction of a procession and arming of the ephebes.’ At 
Ilium, procession and sacrifice are specified,*® but this means ban- 
queting and still later regrettably rowdiness, as policemen with 
batons are deemed necessary. Such variations are normal, but more 
importantly a festival might not have competitions at all or even 
spectacles and shows, theoriai and theai, akroamata and theamata 
and the like. That leaves thusia, killing things, which of course might 
well occur as the lowest common denominator in all festivals, but the 
methods of killing varied, and everyone did not necessarily get to eat 
the results; and they certainly did not all get the same quantity and 
quality, or maybe anything at all.’ Greek festivals not only are defined 
differently: they are different. Drama, even religious performance, 
was in fact mostly a minor aspect of one part of some Greek festivals. 
At Olympia itself the great festival had fallen on hard times till 
Herod of Judaea decided to give it back its stature;'” how? buildings, 
prizes, perhaps, an aqueduct like his later namesake? No, by giving 
the Eleans a foundation to pay for the sacrifices, more things to kill, 
i.e. so that more people would come and—to put it bluntly—join in 
the barbeque. Josephus, an outsider after all, says that Herod, like 
many a euergete,"' thereby made the panegyris more semnos, which my 
dictionary tells me means ‘revered, august, holy’. The provision of a 
McDonald’s product does not to our thinking lead to any improve- 
ment in the religious atmosphere; for us Olympia is synonymous 
with competition not feasting. We are reminded again of the gulf 
between us and ancient thinking; but we have at least advanced from 
the time when a leading scholar felt wearily obliged to insist on the 
connection between sacrifice, banquet, and merrymaking, something 
I think we now accept as self-evident for a festival.'* Sometimes 
therefore translation into a modern culture may be the problem; an 


” [Didyma 488. 

5 LSAM 9, the foundation of Hermias; I Ilion 52. 

° SEG 33, 147 = EB 1999, 106: ‘it seems that the participating unity decided to sell 
(the meat) as soon as the ritual had been completed rather than struggle with the 
problem of who was to receive it’. 

® OMS V 382 following A. Wilhelm, citing Joseph. AJ 16.149. 

"' Cf. Hellenica IX 18 on the ‘promise’ of a munerarius to make the festival more 
‘brilliant’, with the consequent financial implications. 

Scheid (1985). 
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imperial euergete of Kibyra gives 54,000 drachmas for the Kaisareia— 
for the ‘Fes? says the German;’’ but the Greek says specifically for 
the euochia, the merriment, i.e. entertainment, wine and sacrificial 
food.'* Perhaps, as the ancient authors affirm, a festival does raise 
the religious fervour, perhaps it does make for economic growth; 
but the availability of food—‘to enjoy themselves at the altar’—is 
fundamental.’” Notable is an official protest shoved through the 
assembly of Miletus against the new habit by some magistrates of 
early imperial times who had taken to diverting money intended for 
traditional ‘religious’ euochia into general cash funds;'® I suppose, 
technically speaking, hiera chremata (sacred monies), which come 
first in a budget and support festivals, are finessed by a ledger entry 
into general revenue, adiatakta (unclassified) and symmeikta (con- 
solidated).'? This cleverly worded complaint alleges that the new 
accounting procedure shows disrespect for emperors and gods and 
tradition, but it takes care not to dwell on the woes of magistrates, 
now bereft of their traditional festive dinners.’* Likewise, a priest of 
Men at Sardis in ap 188/9 can complain to the governor that his 
civic funding for sacrifices (i.e. euochia)'? has been cut off, and he 
neatly points out that the funding is for sacrifices and libations for 
the wellbeing of the emperor as well as the god.” One can assume 
that it was politically unwise to seem to cut off funding for imperial 
celebrations, and equally wise to integrate one’s religious obligations 
with imperial cult, for the readiness of authorities at any level to 
confiscate and divert publicly managed funds designed for spectacles 


SL. Kibyra 41. 

‘ Finer distinctions are sometimes made in inscriptions, e.g. Heberdey (1912) 
112 no. 20, the Nikomedes foundation: ‘Euochia, die eigentliche Festfeier, ist hier und 
im folgende stets vom deipnon, der Mahlzeit der Vorabende, geschieden ...’. For good 
remarks see Bowersock (1999). 

'S Phld. Piet. 27 Ob.; Dio Prus. Or. 35.15-16; IG Epiri X 2, 347. 

'© Delphinion 134, 18-20; cf. Malay (1999) no. 127 and parallels in EB 1999, 148. 

'7 See Hellenica IX 16 on Delphinion 147, 19-20. 

'8 Cf. the elegant formulation for this kind of thing in Philo Judaeus, in Flaccum 
A2: Kkataocopilovres TO Kaicapos dvopa mpokaAvppa TOLnodevor. 

' In essence a donation émi Ovaiav cal ebwylav (I.Kyme 13, 40ff.) is a hendyades, 
equivalent to ex sacrificio epulari in the Arval Acts, 65.5 (Scheid) whose equation of 
sacrifice and banquet is approved by Rtipke (2002) 53. All these terms have of course 
been studied at length, esp. by L. Robert, Hellenica X 197ff. 

°° SEG 49, 1676 = Malay (1999) 131, with more parallels. 
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—or banquets—was an old problem, as is clear from Cicero’s 
account of the money that Tralles put together to celebrate the Flac- 
ceia.”' Likewise funds for shows or for banqueting are easily and 
legitimately diverted into waterworks.” Even merrymaking and fes- 
tival continuity can be curtailed by water shortage. 

All of this is meant to put drama into its place; but my aim here 
is to discuss the variety of festivals rather than the complexity of 
performance at festivals. Thankfully epigraphers tend to work 
bottoms-up in their profession, while philologists can start with the 
grand generalities and work down. So, for example, the idea 
that festivals were distinguished by a Greek egalité is attractive—to 
Plutarch and many ancients also;” and this idea has been exploited 
in discussions of ancient drama; but it is unjustified; epigraphy 
shows that some people were invited to a sacrifice—and even that 
they were given different amounts, and treated differently—and 
others were not.” Rather, when we start looking at festivals on the 
basis of the epigraphic evidence—the worm’s eye view—we will be 
unwilling to accept that ‘all festivals shared in a kind of homo- 
geneous common Greek festival structure which appears to have 
changed very little over the centuries’. They are all inconveniently 
different; they changed a great deal and, in what follows, I try to 
illustrate this. 


*! Cic. Pro Flacco 55-9, though one can argue about the honesty of that account; 
Erkelenz (1999) 43-57. 

* Reynolds (2000) 16-19 = AE 2000, 1441; SEG 49, 1556 with commentary. 

° The idea of Dionysus = Dionysiac festival = democracy seems to have started 
with Gernet (1932), and has a long ideological development in French scholarship. 
For criticism of modern developments, see Rhodes (2003), and Jacottet (2003) 1.19. 
I shall deal elsewhere with the related Greek claim of a ‘common table’ and its 
problems. 

** The public ideology of banqueting equality is modified by the different yépy 
(prerogatives); cf. Miiller and Worrle (2002) 206, especially the technical term 
mpoodwveiv; Robert (1945) 48-9 says of division by weight of sacrifical meat: 
‘c’était le meilleur moyen d’éviter des contestations sur la fagon dont était taillé le 
morceau’; cf. also Zimmermann (2000) 475. But equality depends on quality not just 
weight. In addition some people were given proedria in public banquets, and invited 
to lie down, while others sat or stood: Malay (1999) 135. But the most probative and 
overlooked passage is Plautus, Trinummus 468-73. 

*° Van Nijf (2001) 310. I do not mention here the many recent useful surveys of 
local festivals, e.g. Spawforth (1989) for imperial Achaia and Leschorn for Macedonia 
= SEG 48, 695, all of which continue to modify our picture. 
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There is much we do not know. The guild of the performing artists 
never tells us what their fee structure was, though we know exactly 
what it cost a non-performer to join the Egyptian guild in later 
antiquity, and how much the athletic guild paid to register as sacred 
victors in Ephesus.”° Numismatists have painstakingly shown that 
there is not nearly the overlap that we should expect between 
epigraphy of festivals and coins.” The epigraphic gaps are startling: 
the goddess Rome was worshipped at Smyrna from nearly 200 Bc, 
but the Romaia festival of Smyrna only appears once, on an inscribed 
list of the victories of an aulos-player at Delphi, and the date is c. ap 
200, more than a century after Romaia have disappeared from other 
places.”* Stratonikeia has many inscriptions, and Laumonier could 
say that there was no drama there, since drama is not mentioned in 
the inscriptions.” But of course there was drama, because there is a 
Hellenistic theatre. More generally, we might be forgiven for thinking 
that the Latin West was festally impoverished. But this too would be 
an error, refuted by the hundreds of theatres that survive. Contrast 
the sixty members of the drama executive on an inscription from 
little Bovillae in the time of Marcus Aurelius; the festival industry 
in Italy really was thriving, yet oddly we have no inscription like 
this from any Greek area. We need to ask ourselves why this should 
be; it certainly was not because there was no Greek festival industry. 
The gaps in our evidence are not easy to locate. 

A festival could change its name, its status, and its purpose. The 
penteteric Delia at Delos vanished with the Athenians in 314 Bc, 
but when they returned in 166 Bc, it is restored as annual, and the 
Delian Apollonia became the Apollonia and Athenaia.”' The fourteen 


°° Frisch (1986) 37; I. Ephesos 14 + Add. p. 1; Pleket (1973) 200 refers by error to the 
Sebasta Artemisia, and then denies any meaning to the exception made for hieronikai 
(sacred victors) of the Sebasta Epheseia. Amelotti (1955) is important. 

7 Leschorn (1998), (2002); Ziegler (1985); Wallner (1997). The summary of 
Burrell (2003) 335-42 reaches the same conclusion and emphasises the confusing 
evidence. 

8 FD III 1, 550. 

°° Laumonier (1958) 303; I hope to have justified my criticism in greater detail in a 
forthcoming paper for a conference in Tours. 

°° CIL XIV 2408; a close relative of the honorand has now appeared in a shrine of 
Anna Perenna in Rome as a victorious mime: Piranomonte (2002) 26, 30. 

*! Bruneau (1970) 80; the point is made best in the important article of Pleket 
(1975). 
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changes of name of the Asclepieia of Pergamum in imperial times are 
documented.” But the start of this trend was the Heraia Lysandreia— 
the first renaming known—and the most notorious the short-lived 
Dionysia Demetrieia at Athens.’ The Nesiotic league started a new 
festival for Demetrius in Delos, which economically was to alternate 
year about with an Antigoneia, but the inscription frankly admits 
that they have no idea where the money is to come from for the 
next celebration.** What is quickly created is quickly ended, and the 
Erythreans had no difficulty in putting an end to their Seleukeia, 
which they had added to their Dionysia, when Seleukid overlordship 
ceased.”° The city of Kolophon was equally speedy in divesting itself 
of its Antiocheia when it welcomed Rome in 190 Bc;*° but, to our 
surprise, Delos is still celebrating Eumeneia two generations after the 
death of Eumenes II.*” Kyme around 280 sc has no problems in 
celebrating its Dionysia and Antiocheia at the same time as Soteria 
and Philetaireia.* Old festivals were hastily renamed, like the Romaia 
Theophaneia at Chios from 188 Bc, and soon Romanising Athenians 
speed off as ambassadors to the Erotideia Romaia of Thespiae.” All 
of this Darwinian adaption would eventually take its toll; for the 
history of drama, we can note for example that the many important 
Dionysia of Hellenistic Asia disappear almost totally from the 
epigraphic record in imperial times, presumably because Dionysiac 
performance and civic dithyramb were no longer of such public 
importance as gymnasium school dancing and imperial ceremonial. 

There are of course private festivals, even Dionysia, and no-name 
festivals like the epitaphioi agones (funeral contests) with a victor list 
at Termessos.“’ Egypt has a festival called simply the sacred penteteric 
competition, which was popular in imperial times, but it probably 


» Slater (1995). 

* Plu. Lys. 18.4. On these grafted-on festivals, see Ma (1999) 224 n. 133, citing 
Habicht (1970) 50-5, 76-8. 

* IG XI 4, 1036 = Durrbach (1923) no. 13. 

> Ma (1999) 48. 
Ma (1999) 246. 
Byrne (1995) 60, citing Habicht. 

8 SEG 50, 42, 28. 

*» Medeios Medeiou c. 100 Bc: Byrne (1995). 

“© Herodes Atticus’ festival in Spawforth (1989) 196; SEG 47, 1773; cf. BE 2002, 
438; 1993, 586. 
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existed already as a no-name festival in the third century Bc.*! The 
Kaisareia of Asia which Kleanax of Kyme organised about 2 Bc 
seems to have been limited to sacrificial food and drink, much like 
his new-fangled penteteric Dionysiac mysteries, but he introduced 
his prytany with expensive, albeit no-name, shows, which may or 
may not have consisted of formal drama.” When the people of 
Ephesus decided that their prosperity was due to Antoninus Pius, 
they piously seized yet another chance to vote to have a new festival 
to be held every year for ever on his birthday.” But what the good 
citizens had proposed was also five days of fun, theai, shows, and it 
has no name, though one could call it sebastai hemerai, ‘imperial 
holidays’ or something equally vague; it was noisily proclaimed and 
silently vanishes. One could of course refer to an old festival by 
several names simultaneously, and Aspis and Heraia mean the 
same for hundreds of years at Argos, but then seem to have been also 
the Hekatombeia.“* Even the Isthmia and Nemea alter their names 
and places according to political circumstances. We often cannot 
tell whether Hadrianeia or Olympia or koina Asias are the same or 
different. People evidently stopped caring about names. . . . 

I underline, like L. Robert, but modify, one of the reasons for 
change.” Contests with claims to international status had to be 
run according to specific rules and so it had to be known which 
rules were being followed, e.g. regarding age groupings (helikiai), or 
honours (timai). The easiest way to do this was to call one’s festival 
isolympic or isopythic, or in shorthand, Olympia or Pythia, since 
most contestants knew those rules, as the Delphic Soteria is to be 
recognised as isopythic in music, but isonemeic in gymnic and 
hippic contests, in age categories and timai.*® They might tell you 


*' See Moretti (1953) 176, 183, 186: (hieron) penteterikon with Aktiakoi paides. 
Kayser (2000) says that Aktia in Alexandria were celebrated in 27 Bc with gladiators! 
But there is no evidence for these gladiators tacked on to Aktia, and he misreads the 
term amphitheatre. PHal. 1, 260-5 as supplemented suggests that this penteteric 
contest is earlier, probably third-century Bc; see Aneziri (2003) 117 n. 534. 

© SEG 32, 1243. 

*® T.Ephesos 21 from ap 138: OGIS II 493; cf. Milet VI 2, 944 fr. i for celebration 
on that emperor’s dies imperii after ap 195. 

* Strasser (2002) 99; Caldelli (1998) 232 n. 24; BE 2000, 49; AE 1994, 1612. 

*® Hellenica V 61. 

4 Syl 402, 10. 
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how many strings your lyre had to have or for how long you had to 
play, or how many actors you were allowed, or how old you had to be 
to fit in an athletic category; such regulations are lost but existed, 
perhaps in many an agonothetic law.”’ Festivals copied their original, 
but not in detail.“* The sacred eiselastic Olympia at Ephesus had a 
chequered history, and just like the Pisan Olympia had no musical or 
drama competitions, and it did have hellanodikai and alytarchs, and 
even honorary female visitors,” as did Pisa, but all this was largely 
funded by an endowment by Ti. Cl. Nusios, in the time of Domitian, 
so that it was in that respect not really like the original Olympia. 
But it also had no hippic competitions, which Olympia obviously 
had. However, on the contrary, the Olympia in Smyrna did have 
musical and dramatic competitions, which Olympia in Pisa did not; 
and when Ptolemy Philadelphos founded his Ptolemaia in honour 
of his father,” he specified that it would be isolympic, but there was 
no thymelic or dramatic contest at Olympia as there was at the 
Ptolemaia.”’ Likewise, we only have one certain reference to the 
Ephesian Hadriana with the epithet Olympia, but it is for a choral 
pipeplayer, a prize category, however, that is only allowed in imperial 
times.’ So we may have antiquarian imitation of details but exact 
symmetry should never be assumed. One can also suggest why epi- 
thets like Olympia appear and disappear. The Dionysia Herakleia of 
Thebes were an amalgam of the very old local musical Agrionia and 
gymnic Iolaeia Herakleia, and they last into late antiquity as e.g. 
Dionysia Herakleia Kommodeia. But around ap 170-200 we find 
them also referred to as not just Herakleia but also as Herakleia 
Olympia. This is understandable from the point of view of a gymnic 
contestant, who did not care about the Dionysiac elements, including 
now pantomime, in the festival, but did care about the Olympic rules 


*” PMich. inv. 4682 gives rules for a kuklios auletes: Pearl (1978); Stephanis (1981) 
397-9. Cf. rules on finger-breaking at Olympia BE 2000, 349. 

‘8 E.g. Pleket (1975) 61 even says ‘identical’, which is impossible. 

*® OMS VI 669. 

°° IGRR IV, 1432; OMS VI 709ff., and on the date SEG 49, 113; Syll.’ 390. 

*! Artists do claim to win at Olympia, but it seems always in the herald category. 

* Roueché (1993) no. 67, and possibly I.Ephesos 1083 [Hadria]neia Olympia; 
Strasser (2002) 133 unsurprisingly wants two festivals. The Pythia Hadrianeia of 
Lammer (1967) 47 is a misreading of I.Ephesos 2073. 
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under which he personally was operating, and so they were for him 
personally, if not officially, isolympic, because he personally fought 
according to Olympic rules.” Likewise the pankratist Menander at 
Aphrodisias can refer to the Capetolia Olympia at Rome.™ In later 
times we find anomalous terms like Aktia Olympia,” and it comes 
then as no surprise to find Pythikoi paides at the Soteria Kapetolia 
isokapetolia at Laodicea in Syria.’ One imitated the great festivals 
with a certain flair. 

Presumably people knew what an Isthmiakos pais designation 
meant, as at the games at Klaros, or a Pythikos pais;’ but what was a 
Ptolemaic pais outside of Egypt, or the Artemisiake krisis—the ‘selec- 
tion process’ introduced for the Ephesian Artemisia in 163?°° Then 
there is the Sebaste krisis of Naples, with its Klaudianic paides there,” 
and who would know the rules for almost nonexistent Klaudianeia? 
A victor in Ephesus carefully distinguishes his career as a pais 
from his victories as a Pythic pais.” One can have Pythic and Isthmic 
gymnic contests at the same festival.°' In age categories and honours, 
the Aitolian Soteria at Delphi is isopythic in music but unexpectedly 
isonemeic in athletics and horseracing.” Age categories at the 
Athenian Theseia depend on whether or not one is a citizen.” 
Gymnasium games especially distinguish even finer groups of paides 
and can be held monthly.” These highly specialised rules and regula- 
tions, unknown to us, had to be known and broadcast— marketing 
strategy again—so that a competitor could be allowed to register 
formally in the proper krisis; and failure to do so properly was some- 
times heavily fined and could even result in flogging as at the Naples 
Sebasta. One can be lauded in inscriptions as at Ephesus for having 
presided successfully over the krisis; there was plenty of chance for 


°° FD IIT 1, 555; Roesch (1975). * Roueché (1993) no. 91b, 28. 

* Leschorn (1998) 40; on Pythic boys see on I. Tralles 1, no. 121. 

°° Hellenica XI 12 from a Rhodian inscription of the second century; IGLS IV 
1265, 9; cf. Caldelli (1993) 117. 

7 Robert (1989) 52. °8 . Ephesos 24C 11. 

» Caldelli (1993) 86 n. 164. ® T.Ephesos 2702. 

*! IG VIL 1769 (early imperial Thespiae); or regularly at the Hellenistic Asklepieia 
at Kos. 

° Syll.’ 402, 9-10. ® Kennel (1999). 

* SEG 49, 1146 from Samos. Most of our information comes from Egypt: Legras 
(1999) with SEG 49, 2105. 
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making enemies there.” Just how stringent or stressful a krisis could 
be we cannot guess; but the gymnasium in Leontopolis eliminated 
those who were too small or too big by visual inspection only.” Rules 
for selection obviously varied, and our evidence for dramatic and 
musical festival rules is almost nonexistent. Even some terms for 
competitions we cannot understand, and the meaning of the 
imperial dia panton or the tagma or the comedic kleros en plasmati in 
Naples or the nea kataloge at Larissa and other local categories still 
defeats us.°’ Even in the very similar inscriptions from Boeotia the 
actual terminology to describe the different drama competitions 
changes. Tragodos in one place equals hypokrites in another,® but the 
“‘tragodos of old tragedy’ which occurs once at Thespiae is bizarre, 
since tragodos by itself is always the lead actor of a re-performed 
tragedy.” Standardisation was not achieved. 

We know that festivals could change their place, like the moveable 
Alexandreia of the koinon (association) of the Ionians. Can festivals 
change their times? The idiosyncracies of Greek polis calendars 
meant that their festivals were in a state of perpetual temporal move- 
ment. The first we hear of the koinon of the Greeks of Asia is precisely 
in organising festivals c. 100 Bc.” Any ‘travelling’ performer needed to 
know where and when festivals were held and what festivals would 
provide a chance to enter, about prizes and qualifications, and of 
course other rules, for example, that one had to appear so many days 
in advance, provide guarantors, that there were second prizes, or 
siteresia (expense allowances) and, for drama, that one had to bring 
one’s own skeuaria (equipment), etc. The Chalkis decree of the 
Artists soon after 300 Bc shows us that this problem was already of 
fundamental concern to cities and performers in a highly mobile 
festival industry.” After Caesar’s calendar reforms, the Naples Sebasta, 
Aktia, and later Capetolia are clearly meant to be fitted in with each 
other and the other major games in a special festival calendar of top 
games. But the clearest notice of a concern for organised timing is an 
inscription from Aphrodisias” showing that the Roman authorities 


°° T.Ephesos 24C. 6 SEG 40, 1568, 50-1. 
” IGIX 2,531. * Also O’Connor (1908) 13 on Delos and Athens. 
® IG VII 1773. ” Ferrary (2001) 27-8. 7’ Le Guen (2001a) no. 1. 


” Roueché (1993) 46 and no. 51. 
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were finding slots for local minor festivals there, and notably they 
refer the issue to the association of the Dionysiac Artists, who had 
been presumably always the driving force in instigating efficient 
temporal organisation. 

The periodicity can change; most festivals would have been 
annual originally, but might become prestigiously but also pre- 
cariously penteteric. The sudden appearance of the 517th penteteric 
Ephesia in second-century Ephesus deserves scepticism.” The 
Ephesian Olympia was also traced back to Mycenaean times, clearly 
a work of the same local academic industry, but we had heard 
nothing of it till Domitian.” As a contrast, the Hadrianic penteteric 
Panathenais is well attested, even reaching the twenty-ninth, but of 
course the Great Panathenea on which it was based was at least seven 
centuries earlier.” Olympia imitations in fact seem often to have 
been counted in this way,” to the sixty-second ‘after the restoration’, 
as at Tralles, more credibly back to historical founders, but there we 
are told again that this was a renewal after the Mithridatic war of a 
much older festival.” Perhaps. The imperial Pythia at Tralles was 
twice proclaimed as renewed, but never as having failed.”* The sixty- 
fourth Artemisiad at Hypaipa sounds impressive, till we note that the 
victor has won it four times in a row as a boy;” clearly then it was 
an annual festival like the relatively unimportant Artemisia at 
Ephesus.* The koinon Asias festival at Smyrna calls itself mislead- 
ingly ‘first’ and was undoubtedly penteteric in the second century 
AD,*' but how then can we have someone in ap 245 claiming to have 
been agonothete five times?*’ With luck, as with the ancient Ptoia of 
Akraiphia, a local benefactor will restore some of the missing fund- 
ing of a failed festival, carefully however adding Kaisareia to the title, 
and in reality turning it into his own personal imperial cult festival.*’ 


? Slater (1996) 200. ™ OMS V 381 n. 5. > Moretti (1953) 202. 

7° Festivals advertise themselves in Olympic style as in a numerical order, e.g. the 
ninth Nikephoria at Pergamum with Robert (1989) 23 n. 50, ninth Olympia at 
Kyzicus etc., but mostly in more secure imperial times. 

7 T.Tralles 133. 78 T.Tralles 82; 143. ? IGRRIV 1609. 

8° Robert, OMS V 402 says that the Artemisia is well attested as sacred, but this 
is not so; Jones (2001) 46: ‘probably of minor importance’, even though at a time 
eiselastic. It is confused with the Epheseia. 

*! I. Napoli 50 Miranda = IG XIV 746. 

*° EA 36 (2003) 1 nos. 1 and 2. 8 Oliver (1971). 
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Often a competition is called great (megala). We assume rightly 
that this means that a ‘great’ competition is a four-year competition 
while in the intervening years some minor competition, perhaps 
local or ephebic, was held at the same time, as with the Panathenaia 
of Athens or Ilion, the Haleia of Rhodes, the Klaria of Colophon, the 
Mouseia at Thespiae, even the Daidala of Thebes.™ But this is not 
always true, and sometimes it just means ‘great’; e.g. the koinon of 
Asia games were megala if held at Smyrna, Pergamum and Ephesus. 
The Didymeia were great when held in Miletus, not in Didyma. The 
Olympia is megala in Pisa to differentiate it from the thirty-six other 
known Olympia;* though Olympionikes does not always mean victor 
at Pisa. But often megala is omitted where it would be justified; and 
where we have no reference to megala we cannot assume that this 
is not the main four-yearly festival. As so often, use depends on the 
attitude of the writer. The Megala Epinikia at Ephesus is an oddity;*° 
and such Iudi triumphales—themselves in theory one-off cele- 
brations—could economically and confusingly be attached to 
pre-existing festivals like the Hadriana Olympia Epinikia at 
Smyrna, and so repeatable.” In general, when a gymnasium contest 
of Leontopolis in Egypt in ap 220 is called the ‘sacred eiselastic 
ephebic Antoninianos Heleios Leontios isantinoios agon’, this is the 
result of uncontrolled title inflation, and also a sign that names no 
longer matter.** 

Festivals change their management. The Dionysiac Artists—like 
the later athletic synod—start as a collegial selfhelp system, pro- 
moting jobs for their members, the picOwois tav TexviTadv 


** Robert (1966) 30 n. 4; Gauthier (1999) = BE 2000, 527; Knoepfler (1996) 162 
with the troubling assumption of a penteteric festival which is only partly stephanitic; 
Paus. 9.2.7; when run by the Plataeans themselves, it was small, when with the 
Boeotians, it was great. 

* IGRRIV 1344 = I.Mag Sip. 134, 6 = TAM V 1368; SEG 47, 2247. 

8° T.Ephesos 3071, 20. 

*” At Iasos Herakleia become the Herakleia Epinikia of Trajan to celebrate his 
victory: EV 218; Moretti (1955) 156. Robert (1966B) 104 n. 7 can be misunderstood; 
better BE 1959 no. 448; at OMS II 1140 he says that epinikia are le plus souvent not 
repeated, a view queried by Nollé (2003) and (1998) 331 n. 36. The issue deserves 
study. 

88 SEG 40, 1568 with improvements BE 2002, 515. 
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(‘hiring of artists’) to staff festivals; then the further step was 
gradually taken, whereby the festival organisers contacted the associ- 
ation, and then the local association headquarters decided—more or 
less—who would go where; that is it would véwew rods texvitas, 
‘allocate the performers’.”” At the Dionysia in Corcyra, set up by a 
testament about a century after the Chalkis decree, this hiring of the 
performers is what counts and entails explicit instructions;”' the city 
is to send to the artists, and hire just enough for a competition with 
specific amounts of money, but as an extra the city must negotiate an 
unspecified sum for their maintenance costs, just as earlier the cities 
in Euboea had done; there is no provision for prizes or competition 
at all, even though the law invoked is that for the agonothetes, ‘the 
competition organiser’; it would be a good guess that this person 
would have to provide the prizes, if any. Even from about 300 Bc, 
this has become the normal way to get a festival going, which is why 
there is so much legalistic fuss about what happens when performers 
do not show up. At Iasos the artists’ association voluntarily supply 
the staffing for the festival there, when the city cannot afford it.” 
Even so, often there would have been no competition in the absence 
of sufficient competitors and sufficient financing. But when some 
imperial euergete of Kaunos claims to have supplied the hyperesia 
(staffing) for the theatre, in fact he has just been employing the 
same procedure as cities had done for hundreds of years.”’ The 
euergetic wealthy had always subsidised festivals, either as choregoi or 
agonothetes or philotimoi/munerarii, and their contributions doubt- 
less increased with time; of course they used agents to do the hiring. 
The guilds of the artists and athletes needed their festivals to be 


*® IG XI, 4, 1036, 10, detailing the foundation of the Demetrieia in early third- 
century Bc Delos; after the provision of incense and contests follows the picbwois 
Ta@v texvita@v. The technitae were represented by their ergolaboi, contractors and 
agents and middlemen, at such times. 

°° As in Le Guen (2001a) no. 20, 35. First noted as a technical term by Wilhelm 
(1906), cited by W. Bliimel on I-Jasos 152, 12. 

*! Laum (1914) II 3, no. 1; IGIX 1, 4, 798. 

°° T. Tasos 1.152. 

°° The term hyperesia sometimes also means secondary dramatic staff, Aneziri 
(2003) 333-4; the Kaunos inscription (now SEG 50, 1109) is translated by Herrmann 
(1971) 36-9. For the well-documented changes from choregoi to agonothetes at 
Athens, see now the good summary of Summa (2003) 510-32. 
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regular and timely, and so they were naturally in the habit of pester- 
ing the authorities even about matters that were strictly speaking 
none of their business.” In drama, which had far lower prizes than 
athletics (which could rely anyway on the local gymnasium), the 
cities were not totally dependent on professionals, for there were 
always local amateurs to provide a satyr chorus, or the relatives of the 
agonothete to win in singing, as in Tanagra.” But drama and music 
need experts, and at a certain point when the performers take greater 
control, the competition can even be termed nemetos, ‘allocated’.”° 
Only wealthy cities, or the great festivals of the—or rather, a—festival 
cycle or periodos,” could, I think, safely assume that enough per- 
forming artists would show up of their own volition, and register 
in the various categories several days in advance to be selected to 
compete by a krisis or kleros (allotment).’* Of all competition types, 
save perhaps the later professional chorus, a drama performance 
has especially high front-end costs; and so must seek to guarantee its 
return on investment. 

This industrial staffing mechanism does not correspond to the 
spirit of open agonistic competition that is assumed and even 
proclaimed by the ideology of inscriptions. Even Aristotle uses 
‘to compete’ of performers who are not actually competing but 
performing—on which see below—and it says a great deal for the 
official refusal to acknowledge reality that agonizesthai can be used 
epigraphically even of a solo performer, who is giving a display or a 
free show, who is often not acceptable in any of the usual categories 
of festival competition. Similarly the verb oredavodv ‘to crown’ 
means only ‘to honour’, especially when the ‘crown’ consists of a 
statue.” Louis Robert, who pointed these facts out, insisted nonethe- 
less on the ‘radical distinction’ between epideixis, ‘display’ and agon, 


* OGIS 509, 7-8 = Roueché (1993) no. 50, 7-8; OMS II 1131. 

°° Calvet and Roesch (1966). 

°° Aneziri (2003) 283 n. 71. 

°7 Wallner (2001) 92; Frisch (1991) 71-3; Caldelli (1995) 65 n. 13; Pleket on SEG 
41, 1407 and 1750. 

8 kleros, ‘tirage au sort’, Hellenica VII 108; krisis has several meanings besides 
‘selection process’. 

»” Cf. Gauthier on BE 2002, 208. 
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‘competition’;'” but, in reality, the term éede/Eav7o (‘displayed’) 
is replaced by the completely equivalent jywvicavro (‘competed’) 
in the formula of the Apollonia in Delos in the year 236 sBc.'°' All of 
the competitors in the Artemisia of Eretria c. 340 Bc are to ‘compete’ 
in the opening processional song, and we must understand this to 
mean merely ‘participate’.'” 

What happens when contests are officially, and not just de facto, 
organised by the local or international association of the performers 
and/or their gymnic colleagues?'” The issue is raised specifically by an 
inscription from Aphrodisias, which speaks of prizes in a musical 
competition of ‘those from the association’.'™ It gives a list of these 
prizes, ending as often with the general dramatic-musical com- 
petition, the dia panton; then follows another section: ‘for the 
gymnic contest of the boys (paides) of the city’, which starts oddly 
with a list of competitions for men (andres), a technical designa- 
tion” for gymnasium youth (neoi). The festival then appears to 
consist of a contest organised by and for musical professionals from 
the Dionysiac Artists and a gymnasium amateur athletic contest; 
both groups are competing in the same festival but separately, an 
interesting proof of what was, I think, a common expedient. Roueché 
says that the prizes there are provided by the guild, but what the guild 
brought was organisation and availability, while the local gymnasium 
provided the same for gymnic events, only of course much more 
cheaply, just as the overpaid imperial hymn singers of Ephesus 
were Officially replaced with unpaid gymnasium students by thrifty 
Romans.'° 


10° OMS VI 712; and see now van Liefferinge (2000). Of course the distinction 
between competition and demonstration does sometimes occur, as in POsl. 189 = 
Vandoni (1964) no. 13. 

‘0! Bruneau (1970) 74. 

1® TG XII 9, 189, 12-13 noted by Peter Wilson. Cf. the puzzlement of von Prott and 
Ziehen (1906) 255. 

"5 | leave aside the well-known cases of Thespiae, Thebes, and Delphi, discussed by 
Aneziri (2003) 269ff. 

 Roueché (1993) 178. For the official participation of the guilds in festivals, see 
the study of Aneziri (2003) 267ff. Forbes (1955) was misled into thinking here of the 
athletic guild. 

we, E.g. IG XII 9, 952 for the categories pampaides, paides, epheboi, ageneioi, andres 
who have a horse race. 

108 [.Ephesos 18d, 4ff. 
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One can obviously lose oneself in detail in such questions. To take 
only one example: in a list of victories of a pankratist at Ephesus we 
read:'” 


.. . Zuvpvav 
Kata TO €é4s Odvpma Ta THs Gvvddou 
Aépiava Odipuma avdpav tuypHv 
.. Smyrna 
in succession: Olympia of the association 
the Adriana Olympia in the men’s boxing 


either with a comma after synodou, like Robert, or with commas 
after synodou and the first Olympia, as in [.Ephesos. Roueché and 
others speak therefore of the Olympia apo sunodou. Indeed a very 
fragmentary inscription from Delphi as read by Robert has a similar 
reference:'* 


Areva] év Pédau Ia [...] 
...]ovvddov AA[.....] 

Jou BadrplAdrna év Edécut] 
Haleia] in Rhodes; Gal...] 

...] of the association Ad[.....] 
...]0% Balb[illea in Ephesos] 


which led Robert unwisely to restore exactly the same pair of 
contests as in Smyrna, so that we would then have two examples of 
this Olympia apo synodou or ‘Olympia held by the association’. But 
what we need to read in the Ephesus inscription is ‘ta tes synodou 
Adriana Olympia together, which can only be the same as the 
imperial Hadriana Olympia often mentioned in Smyrna; these are 
always different from another festival, the Olympia at Smyrna.’ In 
this case the entire festival was apparently organised completely 
by the athletic guild.’ The guilds independently therefore could 
operate closed—or at least partly closed—festival shops, either apo 


107 [.Ephesos 1615, 15ff. 

108 FD III 1,549; OMS II 1158. 

10° The only exception is the list at I.Ephesos 1131, 29+30; if the illegible victories 
on the right side followed, as seems true, no distinction was made between Hadriana 
Olympia and Olympia. 

"0 Whether the synodic Hadriana in the Delphic inscription is from Smyrna is 
another matter; the text is against it. 
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synodou, so that they could parade as agonothetes in procession 
in their purple and gold finery along with the local élite, or via the 
euergetic agonothetes who patronise them and whom they reward 
with decrees and statues. 

Status changes, and with it prizes, and these represent a confusing 
picture. Crowns of vegetation are notoriously more prestigious than 
cash. The best definition of a ‘Panhellenic’ festival upgrade is the 
first, that of the islands of the Nesiotic league for the penteteric 
isolympic Ptolemaia in Alexandria c. 280 Bc:'" specifically the honours 
(timai) are to be in the various places the same as those established 
by law in the individual islands for Olympic victors. We have the 
evidence how Eumenes I] put pressure on the Hellenes to get his pet 
festival of Athena Nikephoros upgraded to stephanitic, ‘crowned’, in 
182 Bc, carefully defining its isolympian gymnic and hippic games 
and isopythian musical ones.'’ Yet ‘panhellenic’ is not a technical 
term of Hellenistic games.''* The Asclepieia of Cos are not them- 
selves given any specific upgrade of title, but its ambassadors ask in 
242 Bc to be treated with the same honours as those announcing 
Olympia or Pythia or crowned games.''* The best-known example 
is when the Magnesians upgraded the festival of their own Artemis 
called Leukophryene into a major international competition. The 
first time, probably in 221 Bc, other cities refused to sign on, but in 
208 Bc, the second time, the Magnesians did a better job by getting 
the regal authorities on side, so that their festival was widely accepted 


"1 Syll.’ 390, 38 noted by Rigsby (1996a) 109. 

"™ Welles (1934) nos. 49 and 50 with commentary; Rigsby (1996a) no. 178, 10ff. 

"3 Rigsby (1996a) 64 on Syll.’ 634; LSCG 73: ‘the Greeks did not apply a word 
“Panhellenic” to festivals. The games that all Greeks shared by sending theoroi, were 
identified circumstantially: “crowned” “equal to the Olympia” “triumphal” etc. By 
Roman times a favoured term had emerged, “sacred” games (the prize was dedicated 
to the god). But that usage is a late development and all games were sacred to some 
god. Hence dywyv tepds is found early on as a poetic effusion, without implying a 
contrast with ordinary games . . . with a cash prize. Of the technical usage the earliest 
instance may be ID IV 1957 (c. 150-103 Bc) cf. SEG 39, 1243, 7 (Claros late second 
century Bc); AM 33 (1908) 409 no. 40 (a statuette from Pergamum first century 
BC?).’ For Delphic and Clarian ‘panhellenic’ see now the careful remarks of Ferrary 
(2001) 19-35; note esp. 35 n. 86 that those Hellenistic instances of the word Panhel- 
lenes are usually in the context of the ‘grandes fétes panhelléniques, de concours ou 
de spectacles réunissant des Grecs venus de toutes les cités’. 

™ Rigsby (1996a) 109. 
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as crowned, like other festivals of temples in the territory of Antio- 
chus III: Klaros, Didyma, and others.'’? In the many letters, some 
apparently skillfully forged, which the hopeful Magnesians carved on 
their temple walls, there is no mention of the amount of the prizes.'"* 
On the other hand there is a repeated statement that the games 
are to be isopythian,''’ and it is specified that the timai (honours) or 
the athla (prizes) and timai and/or philanthropa and/or siteresia 
are to be isopythian (like the isolympian timai of the Ptolemaia);'™ 
but while it is clear that the standards of the Pythia—whatever 
they were—are to be applied, the prizes are to be the honours 
written in the laws for those victorious in Pythia (ras tysds tas ev 
Tois vomols yeypappevas Tots vuk@ow ra ITb6a).''? This means of 
course, as with the Ptolemaia, not the laws of Magnesia, but the 
laws of the individual cities for their Pythian victors—save that 
parochially and inconsistently the Argives declare them isonemean 
and the Corinthians isoisthmian.’”° It follows that the Magnesians 
simply did not know what the rewards were to be for their own 
proposed games. 

Prestige propaganda, especially in imperial inscriptions, may well 
lead us to assume that there were no financial rewards in stephanitic 
games.’”' The nice distinction of crown versus cash made by the 


"> Dignas (2002) 44; Rigsby (1996a) no. 66 with the necessary correction of line 
16, though I have some doubts about the complete veracity of the Magnesians’ 
account; cf. Rigsby (1996a) 188: ‘I suspect that the Magnesians in 221 did not invite 
to the games all the Greek cities .. . but rather . . . the old Greek cities of Aeolis, Ionia 
and the Dorian south.’ Flashar (1999) = SEG 49, 1501. 

"° Chaniotis (1999) 51-69. The dossier is now best read in Rigsby (1996a) 
178-279. 

"7 Cf. IG VII 1735b, where the Athenians—rightly Aneziri (2002) 274, with text— 
recognise that the Mouseia of Thespiae is to be isopythic and stephanitic, in that the 
dOAa. are to be the same as the Pythian. 

"8 L.Magnesia 34 = Rigsby (1996a) no. 84; I.Magnesia 111; LMagnesia 85, 69 = 
I. Tralles 21, one of the latest of the archival inscriptions. 

' T.Magnesia 50, 36-7 = Rigsby (1996a) no. 100; Magnesia 53, 37 = Rigsby 
(1996a) no. 102; and often. 

0 T.Magnesia 40, and 42. 

YI Poll. 3.153; for the prize system as money versus (symbolic) crowns see e.g. 
Frisch (1986) 38, citing Lucian Anach. 9; Anthologia Graeca IX 357; Hellenica VII 
95-7; also Jones (1999) 164; Perpillou-Thomas (1993) 225; but Robert, OMS VI 
710-19 is too emphatic; Caldelli (1997) 422 n. 41 justly notes the important 
objections of Pleket (1975) 49-89 to any simple system. 
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lexicographer Pollux conceals, as so often, much more complex 
conditions, certainly in earlier times, probably in later.'* At the 
Dionysia in Athens the victorious poet got a crown of ivy leaves but 
also money in the form of a salary of some sort.'** Common sense 
should tell us that an athlete or performer is not going to visit games 
where he is going to get no financial reward. Pleket has shown how 
fragile the notion of purist stephanitic games is.'* Consider the 
regulations’ for the sacred’*° Sebasta of Naples, which I understand 
like Robert to reflect the conditions of early imperial times.'”” There 
is a heading, Concerning Prizes, which contains three subsections: 
first, the prizes—epathla—followed by a gap of only a few words, 
perhaps, “are according to the .. . law’; second, opsonion i.e. ‘pay’ or 
‘allowance’ per diem, more usually called siteresion, set out at length; 
and third, timai, which are, despite the plural, specified as a crown of 
vegetation and nothing else. All of this has parallels. But in another 
later and unique section governing the daily calendar of the games, 
after the rules about sacrificing and the procession, we get a detailed 
list of those cash prizes—epathla—that were mentioned only as 
existing in the earlier chapter, but which are now listed according to 
the day on which they are disbursed, very useful information for a 
performer. They start with the thymelic, i.e. music and dramatic 
categories, but go on to the hippic,'”* before the stone breaks off, and 
we can assume they continued with the gymnic. It is not legitimate 
to assume that the thymelic portion was ‘thematic’, or cash only, 


' Ebert (1982) 212 admits that his supplement of I.Magnesia 16, 28-9 with its 
award of a gold crown to the victor of an isopythic context is ‘wohl ein Singularitat’ 
and that this represents a ‘Missbrauch’ of the term stephanites. Indeed; all the more 
reason to question his reading. 

®  Pickard-Cambridge (1968) 90, 98. 

% Pleket (1975) 48-89. 

% [.Olympia 56 with the supplements proposed by various scholars summarised 
in SEG 37, 356, mostly dealing with the three age categories. 

°° Already so called in Str. 5.6.7; Leppin (1992) 170 wants to dismiss this. 

"7 See the long discussion referenced in Caldelli (1993) 30 n. 112. One must wait 
here for unpublished material. 

8 “sebbene limitata all’agone musico’, says Caldelli (1993) 34. At least seven lines 
at the end dealt with the epathla for horse racing, before the final break. 
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and the rest stephanitic, even in Augustan times.'” This order is the 
actual order of the festival, and if thymelic and hippic get cash, then 
so does the gymnic.'*’ Here is one of the very few examples where the 
prizes—or to be precise, ‘extra-prizes—for a sacred competition 
were announced;””' but it is of a most unusual type, being found 
far from its place of origin, and destined for the information of 
competitors, not the general public. 

We have seen the peculiar attitude to the word ‘competition’; 
the same is true of crowns. As an example of the importance of the 
symbolism of crowns, we recall that the Delphians for some 
unknown but interesting reason shortly before 50 Bc decided not 
only that they should not be awarding a crown (sc. of goldfoil) 
equivalent to a fixed sum of money to visiting artists, especially to 
akroamata—not, as far as we know, Pythic competitors, but we shall 
see how ambivalent even that term could be—but also that the 
numerical value of those that had been awarded should be chiselled 
off the relevant stones, the equivalent of incompetently shredding 
the evidence.” By a fortunate coincidence it is this shredding that 
has enabled epigraphists to deduce what they were up to, but not 
why; we are I suspect never going to find out, though Pomtow 
thought that such awards had ‘disgusting overtones of illegality’.'* 
Officially now, all that such artists were to get—or rather, were 
supposed ever to have got—were prestigious honours, including a 
crown, but not a crown worth a fixed sum of highly bankable gold- 
foil. Visiting artists were going to be paid somehow, and this had 
been an ingenious way to do so; but all that has happened is that it 
has been decided not to talk about their pay publicly. This we are glad 


9 Strasser (2002) 131; he seems to assume (n. 185) that choral kitharists are 
attested here for the first time; they exist much earlier in competitions in Teos and 
Athens. 

' There is a section of the inscription which merely lists summarily the com- 
petitions in the three categories, with remarks apparently about which were open to 
non-citizens; of it only gymnic and hippic events are preserved, in that order. There is 
no ‘second hippic list as even Caldelli (1993) 30ff. seems prepared to admit; it is in 
the separate chapter listing money prizes. There is no justification for seeing two 
layers in the inscription at all. 

8! For ep-athla (extra prizes) cf. Nollé (2001) no. 120 compared to 121-8. 

2 OMS I 250-2; van Liefferinge (2000). 

> Pomtow (1918) 85: ‘einen odidsen ungesetzlichen Beigeschmack’. 
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to know, for the argument that ‘we have no real evidence that ...’ 
does not work for documents designating prestige honours and 
designed for public consumption. Yet these visitors to Delphi were 
highly honoured artists, for the organ-player Antipatros had been 
especially summoned along with his valuable instrument in 94/3 Bc 
from distant Eleutherna to display his skill for two days—the word 
used is the usual misleading “compete’—and he was officially 
crowned in the agon—here the text is erased—perhaps at the Pythia, 
but it was no agon in which he officially competed, unless we want 
to contemplate a competition of hydraulic organ-players.'** He was 
also given a statue, perhaps suitably retrofitted. A non-competitive 
but valuable crown was a normal solution for those on the fringes 
but also for the more conventional artists. The comedian Nikophon 
with his crew c. 200 Bc apparently stopping off on his way home 
to Ephesus, after doubtless some hard haggling on the quay, gets a 
crown of 100 drachmas—not just 100 drachmas—and a string of 
honours for two days’ work, on tiny but prosperous Amorgos.’* But 
real victors in real contests, not just the odd visiting artist, were 
awarded crowns of minutely weighed goldleaf, as at the Sarapieia of 
Tanagra after 100 Bc.'*° We find the award of gold crowns weighing 
specific amounts and imitating vegetation attested for the victor 
already in the musical contests (not the gymnic) of the Athenian 
Panathenaia in the fourth century sc, though Aristotle carefully 
does not mention them;'*” but cash is awarded even in addition to 
this crown in some events. Such Hellenistic awards clearly fudge the 
alleged division between panhellenic/sacred/crowned and ‘thematic’ 
games. The city of Magnesia is said to have established its isopythic 
competition giving a crown worth fifty chrysoi, but in all the other 
inscriptions about this upgrade there is no mention of this valuable 


4 Syll? 737. 85 IG XII 7, 226. 8° Slater (1993). 

"7 Arist. Ath. Pol. 60.3; the crown is specified as a gold crown of thallos, i.e. olive, 
worth 1000 dr. with 500 silver dr. in addition. In other words the symbolism of the 
victor’s crown is all-important. The confusing testimonies of art and epigraphy are 
assembled by Shapiro (1992), and note the important criticism of art evidence by 
Hamilton (1996). Indispensable is the re-edited inscription by Shear (2003), though 
some of the restorations are obviously debatable. The gymnic events were rewarded 
with jars of oil, but also at some unknown point with a real olive crown: Shear 
(2003b) n. 51. For further discussion of the complex organisation of these games see 
Latini (2003) 311. 
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crown, and instead we have only the term stephanites applied to the 
Leukophryena.'** While crowns of specific monetary value were a 
fashion taken over from the regular honours given by cities, a custom 
which lasted into the late Roman empire, it was obviously not some- 
thing one advertised in festivals, certainly not after 50 Bc. But there 
seems to be no fixed terminology for these Hellenistic upgraded 
festivals: the Asklepieia of Kos is not stephanitic or sacred but the 
Didymeia is stephanitic and the Klaria is sacred, but all are pen- 
teteric. Vial has pointed out these differences, and others connected 
with the armistices and truces required for festival organisation, 
and it is significant that only the Hellenistic kings, not the cities, 
attempted to create isolympic festivals.'*? We do find some other 
evidence for money being given as extra prizes even in sacred 
contests,'“° and in imperial times an agonothete of the penteteric 
Dionysia Kaisareia, the main festival of Teos, but apparently not 
sacred, can be specifically praised by the Dionysiac Artists for hand- 
ing out themata, (extra?) money prizes, to the contestants;'“’ why 
should this not happen at sacred imperial contests also? Robert 
showed that Pythia in later times had golden apples as prizes, and 
perhaps this piece of financial ingenuity too had its origins in 
Delphi.'*” A new inscription concerning possibly the last full year of 
independent Delos in 169 Bc asserts that the two choraulae, choral 
pipeplayers, with their choruses actually ‘competed’ for prizes at 
the Apollonia, something previously hidden from us in the archon’s 
listings.” They not only get the astonishing salary of 1,500 drachmas 
each, more than twice what the resident architect gets, but also a 
siteresion, that is living expenses, normal enough at the time for 


8 T. Magnesia 16, 29 = Rigsby (1996a) no. 66, 29 who accepts the reading of Ebert 
(1982), as does Vial (2003) 318. 

© See the valuable analysis of Vial (2003) 316-23. Even the Panathenaia 
Eumeneia of Sardis had isolympic events added, pace Vial (2003) 323. 

“© Roueché (1993) 46 n. 26; Pleket (2001) nn. 52, 95, 96 rightly says that a victor 
could get a money prize from his home city, but that is a different matter, and belongs 
with such honours as sitesis; many examples in OMS V 356ff. 

1) IGRRIV 1568. 

‘See now the Delphic graffiti of apples inside a crown analysed by Queyrel 
(2001) from the first and second centuries ap. 

'8 Prétre (2000) = SEG 50, 725 where I should read [auletes] for [nomon] in 1. 6; 
cf. Bruneau (1970) 72. 
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workmen generally, as well as a niketerion—a prize of only 40 
drachmas and so presumably a sop to their egos, since they both get 
it;'“ but they also get a choregema, which could mean anything, and 
so we can translate it as ‘business expenses’ or ‘managing fee’ with- 
out having much of a clue what it was. Crowns are not mentioned, 
and choraulae are not yet found in formal victor-lists, though they 
will be. Yet they are obviously exceptionally wealthy and honoured 
performers, still apparently on the fringe; as pantomimes would be 
later. 

But one item should be discussed, those important honours 
(timai) given to the victor by his own city when he returns home, 
ie. especially eiselasis, the right to triumphal entry, and sitesis, free 
meals, apart from any other official monetary rewards and privileges 
in one’s native land for registered hieronikai, ‘sacred victors’. (Decid- 
ing who was a local hieronikes was already a critical task worth 
putting on one’s resumé in the second century sc.) It is often 
considered that these were the only real financial benefits to be 
gained from sacred competition, a doubtful proposition for travel- 
ling performers, who might seldom be at home anyway.'“° Later the 
victors would trade these privileges as cash among themselves.'*” But 
it follows that the real problem then in upgrading a festival was to get 
the victor’s home city to spend on these honours, by agreeing'** ‘to 
accept the competition as stephanitic and confer the greatest hon- 
ours on the victors —honours for which the festive city did not have 
to pay. While we may be impressed with the cities that eventually 
signed on to the Magnesia stephanites upgrade,'” we have to remem- 
ber that many more did not, or if they did, were not prepared to 
grant everything asked, even though probably the invitation had 


“Probably it was for an animal, a ‘generous feast’ for the chorus, Ceccarelli 
(2004) 94 n. 9. 

“© SEG 50, 1211 (Pergamum) with the comments and bibliography there. 

“6 The basic early imperial texts on sitesis as the reward of sacred victory are: 
Cassius Dio 51.1.2.5 on the Actia; I. Ephesos 17, 46ff., the decree of Fabius Paullus, on 
the illegal payments to sacred victors from the Artemis temple funds. 

“7 Perpillou-Thomas (1993) 232 n. 74 in an illuminating study; P.Hal. 1, 260-5 
already gives tax relief for victors in Ptolemaic Egypt. 

M8" Syll.? 590, 40 in which the Koans are asked to support the Didymeia. 

‘These are listed in detail by Rigsby (1996a), who discusses (p. 182) the motives 
for the ‘omission’ by some cities of recognition of asylia. 
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gone out to ‘all the Hellenes’ as usual.'*’ Blanket upgrades of 
Hellenistic sitesis in the prytaneion or expensive eiselasis under such 
circumstances were not really possible.’*' On the other hand one can 
see that the accumulation of citizenships and councillorships by 
performers was not quite the exercise in vanity that it might seem to 
be, if moveable feasts and other privileges came with them. When 
this haphazard system of recognition of festivals and sacred victors 
by other cities collapsed, an imperial recognition of ‘sacred victors’ 
appears; and since under the Romans a hieronikes, indeed even any 
hanger-on of the synod of the Artists, enjoyed tax advantages, it 
became essential to define which contests were sacred.'** 

Festivals had offerings for all comers. The philosophers and sophists 
and assorted cranks and charlatans who went to Olympia to perform 
were not in any programme; they went for the publicity." However, 
sometimes these were fringe performers: mimes, jugglers, strong 
men, sideshow artists, story-tellers, animal shows, and all the other 
performances described under the general heading of theamata 
and akroamata—‘things to hear and see’-—most of whom will never 
appear in any festival programme or list, but who can, if found 
acceptable, eventually show up as offering free performances— 
aparchai, epideixeis, and akroaseis, and even just possibly may be 
included in regular competition. This is how re-performed tragedy 
entered the Athenian Dionysia. But consider, for instance, the early 
imperial young ladies from distant Tralles who won the Pythia 
in running at Delphi;’™ they had also won running competitions at 
the Asklepieia and Isthmia, and so show up in a virginum certamen 


'° Robert (1989) 53 emphasises the ‘panhellenic’ language. 

‘5!’ Perhaps considerations like this dictate who competes where; it can explain why 
victors from the Troad show up in the remoter games of Arcadia in late Hellenistic 
times. 

' Good remarks in Nollé (2001) 447, noting that golden apples and also bulging 
moneybags were awarded in Side in a sacred contest. Ateleia for anyone at all 
admitted to the synod of Artists in ap 273: Frisch (1986) 44ff. Exemplary is POxy. 
908: ap 199: “Tiberius Claudius Didymus of the tax exempt hieronikai from the 
Dionyseum and the sacred guild.’ Surely this is the meaning of ateles in Roueché 
(1993) 88, 6? Cf. LEphesos 3005, and the freedom from liturgies (anenochlesia) for a 
period victor in Milet VI 2, 939. 

3 Weiler (1997); for Olympia as a market and much else, see Zoumbaki (2001) 
esp. 59-60 on tourism; Farrington (1997). 

84 ED III 534 = Syll.? 802; Corinth VIII.3.153; Kajava (2002). 
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(maiden’s contest) in Corinth and a similar competition appears 
later in the Capetolia of Rome. Does all of this represent apparently 
a passing phase for pseudo-Spartan sexy stuff that disappeared as 
quickly as it came? Perhaps, but it is notably connected to the intro- 
duction of imperial cult by enthusiastic philo-Romans in these 
places. Where did this odd competition come from? Possibly the race 
of the parthenoi at the Heraia'’’ at Olympia? The senate certainly 
wanted to suppress this resurgent feminism at Rome. But women 
runners appeared at the Capetolia, and we find local upper-class 
female runners as well as a female choraula in the Sebasta of Naples 
as late as aD 154, and there can be no real grounds to suppose 
they were not there from the beginning in 2 Bc.'** But the puzzle 
remains. 

We should not insist then on too strict a dichotomy between 
familiar formal festival categories and the artists on the fringe.'*” This 
is I think particularly important in explaining the movement away 
from formal drama to mime and pantomime. One does not know 
quite what to make of the report of Polemon, writing in the second 
century Bc, that a woman Aristomache of Erythrae was victorious as 
poetess at the Isthmia,'™ but at Priene soon after the Mithridatic war a 
generous donor, observing that the biennial Dionysia is not being 
held that year, hires a singer, a choraules and a kitharode for two days, 
an interesting example of what popular taste probably wanted, for 
this is one of the earliest specific mentions of the category choraules.'” 
In the long list of choregic texts from Iasos from c. 195 to 126 Bc, 
which list donations, probably under popular pressure, of perform- 
ers at the annual Dionysia,'® we should not be too surprised to find 
buried among the comedians, tragedians, and pipe players a lone 
female for a two-day stint, a choropsaltria, a female harp-player 
with chorus.’*' Someone obviously had the courage to try out a 


°° Dillon (2000). © Caldelli (1993) 33 n. 134. 
7 Cf. Aneziri (2003) 222-3. 
88 Plu. Moral. 675B = Polemon fr. XXVII Preller. 
» T.Priene 113,78; he had earlier hired the first known pantomimos. 
SEG 46, 1407 for the dating controversy. A useful chart can be found in 
Migeotte (1993) 270. See Crowther ch. 11 below. 
'*!’ Athenaeus 538 reports that at Alexander’s wedding tragedians and comedians 
and harp-players were the only artists with choruses. 
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new fashion, as happened in Delphi at the same time,'” and she was 
popular enough to be asked for another day, but the experiment was 
not repeated. Did the guild object? Sadly, we shall never know if she 
brought her own chorus of singers or dancers or both with her, or if 
they were male or female, or if they sang a dithyramb, or if she just 
accompanied the Iasians at their festival. But she too found her place 
at the Dionysia, even without a proper prize. Of course this kind of 
thing was always going to happen, and we should expect it—let us 
not call it para-performance—as a permanent feature of all official 
competitions, whose conventions will be under attack in a mobile 
cultural world.'* When the kitharode Athanadas of Rhegium arrived 
at the Delphic Soteria c. 150 Bc, ‘competed’ for two days, then 
gave an epidosis—an extra gift—of a third day on popular demand, 
we cannot tell if he ever entered a real competition." It is not easy 
to know what was going on. When we read that Menalkes of Athens, 
a kitharode, a hundred years earlier came to the Delphic Soteria, and 


, ” > a a \ , > , \ 
Tov Te GAXov ayava KAAdS Kal PiroTinws HywvricaTo Kal 


, a a \ rar) , ee ee 
TpoceTeOWKE TW Oecd KQL TOLS Apdixtioor TOV AYWVA 


he performed well and generously and in particular donated the extra 
performance for Apollo and the Amphiktyons ... 


I do not understand that the inscription ‘explicitly stipulates’ that 
he came to compete there, for there was no real competition, and 
he is not mentioned as one of the kitharodes in the relevant list, but 
as a (singing) member of a choros of five men; rather he probably 
performed twice, once as a singing member of a troupe (the first 
agon), where he could not win a prize anyway, and then as a 


‘© A choropsaltria from Kyme is honoured at Delphi in 134 Bc for donating a day 
free, and performing for two days, and ‘being successful/popular at the contest of the 
Pythia’: Syll.’ 689, with OMS I 253 for the formula. She is given a crown and a great 
deal of money, but the amount has been erased. Polygnota, a harpist from Thebes, is 
also honoured c. 86 Bc: FD III 3, 249, though there is no likelihood at all that there 
was a contest of (female!) harpists, as affirmed in Nouveau Choix (1971) 69, or that 
she came ‘pour participer aux Pythia’, as van Liefferinge (2000) 157 writes. See also 
Bélis (1999) 54-5. 

' Examples and bibliography are given by van Liefferinge (2002), and add 
Tedeschi (2003). 

‘4 Stefanis (1988) no. 55. 
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kitharode singing an extra solo outside of competition, both times 
for nothing.” Competition and performance are now ambivalent 
terms, and we still have the infinite variety of imperial times to come. 
Perhaps therefore it is not ritual stability, but gradual change and 
versatile adaptation, driven by internal dynamics from the fringe, 
that guarantee an enduring festival. 


‘© My arguments against van Liefferinge (2002) 156, whom I quote, are: the 
Soteria at the time (Nachtergael 1977: 416 no. 8) were a demonstration by the Artists, 
and there seem to have been no prizes; diAoriuws usually indicates euergetism; 
finally the zpés in the verb suggests that this was another free gift to the Delphians. 
Menalkes is praised in the separate decree (Nachtergael 1977: no. 19) specifically as a 
kitharode, and must have performed as such the second time. 
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Theatre Rituals 


Angelos Chaniotis 


The shows in the ancient theatre did not only consist of theatrical 
and other artistic performances. A large variety of other activities, 
including ritual actions, took place both on the occasion of thymelic 
and musical competitions and in the context of other celebrations. 
After presenting an overview of the religious rituals performed in 
theatres, this paper focusses on non-religious rituals, such as the 
crowning of benefactors, the announcement of honours, ceremonial 
entrances of magistrates and honoured persons, acclamations, 
speech acts, and rituals of consecration. It is argued that stereotypical 
formulae in honorific decrees and other inscriptions reflect rituals of 
communication between mortals and immortals, between subject 
and ruler, between mass and élite, and between citizens and foreign- 
ers. Certain clauses in inscriptions should be interpreted as ‘stage 
directions’ for the successful performance of rituals. Theatre rituals 
were perhaps not meant to be spectacles; perhaps the theatre was 
chosen as their setting only because of the advantages it offered in a 
practical sense (acoustics, seats, large gatherings of people). But the 
choice of this particular setting, i.e. the space of thea (the watching 
of spectacles), sooner or later had consequences for the form of the 
rituals themselves. 
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MURPHY’S LAW OF RITUAL DISASTERS— OR, 
WHY RITUALS REQUIRE STAGING 


In ap 365 Procopius, taking advantage of the absence of emperor 
Valens, attempted to conquer the throne with the help of a few 
soldiers. His attempt was successful—or at least so he thought. 
Ammianus Marcellinus describes the ceremony, hastily organised:’ 


Because a purple robe could nowhere be found, he was dressed in a gold- 
embroidered tunic, like an attendant at court, but from foot to waist he 
looked like a page in the service of the palace; he wore purple shoes on his 
feet, and bore a lance, and a small piece of purple cloth in his left hand... 
Then he appeared in public, surrounded by a number of armed men, and 
now advancing with more confidence and with upraised standards, attended 
with a fearful din of shields mournfully clashing together, which the soldiers 
from fear of his being pelted from housetops with stones or pieces of tile 
closely joined together over the very crests of their helmets ... When 
the said Procopius had mounted the tribunal, and all were filled with 
amazement, fearing the gloomy silence, and believing (as indeed he had 
expected) that he had merely come to a steeper road to death, since a 
trembling which pervaded all his limbs hindered him speaking, he stood for 
a long time without a word. Finally he began with broken and dying utter- 
ance to say a little, justifying his action by his relationship with the imperial 
family. Then at first by the low whispers of a few, who had been hired for the 
purpose, later by the tumultuous acclamations of the people, he was hailed 
as emperor in disorderly fashion, and hastily went on to the Senate House. 
There finding none of the distinguished senators, but only a few persons of 
low rank, with rapid steps he hastened to the palace and entered it with 
ill-omened step. 

(Ammianus Marcellinus 26.5.15—18) 


If Procopius’ dies imperii looks like the parody of a ceremony, it is 
because it was badly staged, hasty and disorderly. The new emperor 
could not find the appropriate costume, the right words and an 
enthusiastic audience that would hail him and not throw stones on 
him. This passage is an example of Murphy’s law applied in cere- 
monies. Everything that could possibly go wrong, went wrong. 


" T owe this reference to an unsuccessful ritual to Dr Thorsten Beigel. 
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Let us imagine for a moment how Murphy’s law could work in 
a theatre, say in Priene. Dionysos’ priest, who could not sleep all 
night because of diarrhoea, comes too late, only to find that his seat 
of honour has been occupied by a foreign envoy, who had not been 
told that he should enter the theatre when the herald announces 
his name. Because of the priest’s weak voice nobody in the audi- 
ence notices his prayer, and instead they all watch a fight in the 
fourth row; there, Aristodemos discovered himself seating next to 
Kallion whom he suspects as the person who had deprived his 
daughter of her virginity. After the libations and the prayer, both the 
stephanephoros (the chief magistrate) and the agonothetes (the organ- 
iser of the contest) stand up, hoping to have their short moment of 
glory and to be admired in their glamorous garments. They now look 
at one another because they do not know who is supposed to begin 
reading the announcements of crowns of honour; both of them start 
reading together, then both of them pause; both of them start again, 
until finally they agree, on stage, on the sequence of their speeches. 
While the agonothetes slowly reads the text of an honorific decree for 
a benefactor, he is interrupted by a man who enters the orchestra 
from the right parodos; it is Kriton, a benefactor, who has been wait- 
ing to hear the invitation to receive his seat of honour, alas, in vain; 
the secretary of the assembly had forgotten to put his name on the 
list that was read aloud by the herald; having lost his patience, he 
now enters uninvited and demands a seat in the front row. Now it is 
the spectators who lose their patience, for the announcements of 
honours decreed in the past years find no end. The tumult soon gets 
out of control, for the agonothetes incurred such high expenses on 
kithara singers that no money was left for the club-bearers needed to 
keep order in the theatre. 

One does not really need a sudden rain, a strong wind, or an 
earthquake to ruin a day in the theatre, so eagerly anticipated by 
urban populations; bad organisation can sometimes be a much 
bigger disaster for a show. 

People go to a cinema to enjoy a film, but this does not mean that 
they do not find the commercials entertaining and the previews 
informative. Similarly, the show in the ancient theatre did not consist 
only of theatrical and other artistic performances. A large variety of 
other activities, including ritual actions, took place both on the 
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occasion of thymelic and musical competitions and in the context of 
other celebrations. Brigitte Le Guen (1995) has drawn attention to 
religious rites, such as the offering of sacrifices (e.g. at the Sarapieia 
in Tanagra), arguing for this reason—and correctly—that dramatic 
performances cannot be regarded as simply secular entertainment. 
A theatre often provided the ideal setting for all kinds of gatherings 
of people, from royal weddings (Chaniotis 1997) and meetings of the 
popular assembly, to courts and celebrations of emperor cult (see 
below). These gatherings were either aiming at the performance of 
rituals (weddings, emperor cult), or were accompanied by rituals 
(assembly). 

An ancient theatre as public space is the locus of rituals. In some 
cases a theatre is even built so that the performance of a ritual can be 
watched by spectators, as in the case of the theatrical space added to 
the sanctuary of Artemis Orthia in Sparta so that spectators could 
watch the competition of Spartan youths in flogging themselves. 

Unfortunately, rituals belong to the most elusive phenomena of 
ancient behaviour. As widely established, stereotypical activities, 
followed consistently and (at least in theory) invariably, they are 
rarely described and hardly ever explained by those who perform 
them; they are rather described by those who observe them and are 
astounded at the differences from the rituals of their own culture— 
or they are described by puzzled antiquarians (Chaniotis 2005). It is 
for this reason that our knowledge of theatre rituals is rather limited 
and usually based on indirect information. This article is dedicated 
to the information provided by the epigraphic sources. 


RELIGIOUS RITUALS IN THEATRES 


Among the rituals performed in theatres those of a religious nature 
are more often and more directly mentioned or described in inscrip- 
tions. A regulation (diagraphe) in the city of Priene which con- 
cerns the sale of the priesthood of Dionysos (I.Priene 174, second 
century BC) states: ‘he will offer the sacrifices that are offered to 
Dionysos Melpomenos in the theatre and he will burn incense and 
will make the libation and the prayer on behalf of the city of Priene’. 
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Sacrifices are often followed by banquets, and, again, in Priene we do 
find an attestation of a banquet offered by the agonothetai ‘in the 
theatre’ for the citizens, the other population and the foreign sacred 
envoys (I.Priene 118, first century Bc). The sacred law concerning the 
mysteries of Andania (LSCG 65) refers to purifications (katharmoi) 
to be performed in the theatre. And an inscription—possibly a pierre 
errante—found in Chalkis, describes the achievements of M. Ulpius 
Kallineikos, the Younger (SEG 29, 807, third century ap?). Kal- 
lineikos who had the function (or perhaps the nick-name?) ‘the one 
who is carried’ (phoreimenos), was carried on a phallus fifty-five 
times around the orchestra of the theatre (Veyne 1985; Csapo 1997). 
The expression ep’ agathoi (‘for a good outcome’) in this text is not 
just a formula, but a reference to the fact that Kallineikos’ acrobatic 
performance had taken place for the well-being of the community; it 
was an offering to the god. 

Theatres were privileged ritual spaces also in connection with the 
cult of the emperor. When mortals communicate with the gods, by 
praying, sacrificing, or making a dedication, it is often expected, 
albeit not required, that others watch these expressions of piety. The 
necessity of spectators is far more important in the communication 
between polis communities and emperors as recipients of ritual 
actions. This is one of the reasons — certainly not the only reason — 
why theatres play an important role in the rituals of emperor cult: 
the citizens, the representatives of the imperial administration, 
the foreigners, sometimes the emperor himself, should watch how a 
civic community honoured the mortal divinity of an emperor. This 
is not the place to discuss the rituals of emperor cult that took 
place in theatres, especially since most of the material has already 
been collected and studied by Elizabeth Gebhard (1988 and 1996). I 
epigrammatically mention her discussion of processions that took 
place to and through theatres. Members of the procession assembled 
in a specified order at a shrine in the city or outside the walls and 
walked through the streets to the theatre carrying images which were 
finally set up in the theatre. At the end of the day or of the festival the 
images were returned to their place of origin. 

The best-known procession of this type is the one at Gytheion 
(SEG 11, 923, ap 15). The agoranomos (the magistrate responsible 
for the market), the ephebes and the neoi (the age-class of young 
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men aged from twenty to thirty), the other citizens, all dressed in 
white and wearing laurel crowns, the sacred virgins, and the women 
in their ritual garments proceeded from the sanctuary of Asklepios 
to the theatre. When they arrived there and before the performers 
entered, three painted eikones (images) representing Augustus, 
Tiberius, and Livia were set up, and a table with an incense-burner 
on it was placed in the middle of the theatre. The magistrates burned 
incense and prayed for the safety of the rulers. 

The foundation of Salutaris at Ephesos involved the carrying of 
thirty-one figures of silver and gold from the sanctuary of Artemis, 
through the Magnesian Gates to the theatre, where they were set up 
in the cavea, creating thirty-one points of brilliant light as the sun 
struck the gold and the silver (I. Ephesos 27; Rogers 1991). 

At Oinoanda the procession probably began at the temple of 
Apollo and moved through the theatre, where twenty mastigophoroi 
(bearers of whips) took care of order (Worrle 1988; SEG 38, 1462 C, 
AD 125-6). The representatives of other cities were also escorted 
through the theatre (Il. 85-7): ‘whatever sacrifices (i.e. sacrificial 
animals) are sent by other cities, these too should be escorted in 
procession (pompeuesthai) through the theatre and announced at the 
time they are sent’. I will return to the significance of the processions 
and the announcements for the understanding of inscriptions on 
theatre seats later. 

I should also mention the performance of hymns for emperor 
Hadrian in the theatre of Ephesos on the occasion of his visit there 
(.Ephesos 1145). 

Some of the theatre rituals have left their traces both in its archi- 
tecture, e.g. in the altar, in the parodoi (ceremonial entrances), and 
in the seats of honour, but also in its epigraphy. As I will argue, 
the number and complexity of ritual actions that took place in 
theatres made some kind of organisation and staging necessary, 
which again has left its traces in inscriptions both written in theatres 
and referring to theatres. 
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STEREOTYPICAL FORMULAE IN DECREES: 
STAGING DIRECTIONS FOR RITUALS? 


A type of epigraphic evidence closely associated with rituals which 
took place in theatres is a stereotypical formula found in countless 
honorific decrees: it provides for the crowning of local and foreign 
benefactors in the theatre and/or the announcement of this honour 
during a dramatic festival. The fact that we have a stereotypical 
formula should not be misinterpreted as evidence for a routine; the 
formula presupposes a stereotypical action, a ritual. 

These “crowning formulae’ have the same structure. They provide 
information about the festival in which the crowning and/or 
announcement will take place, about the responsible magistrates, 
about the form and sometimes the value of the crown, in a few cases 
also about the exact text of the announcement, and occasionally 
about the repetition of this action year after year. 

One of the most detailed instructions is given in the honorary 
decree of Kolophon for Ptolemaios (c. 130-110 Bc): 


He is to be crowned with a crown of gold and with a statue of gold for his 
virtue and his love of what is good for the people; the honours are to be 
announced at the Dionysia and the Klaria during the competitions; the 
prytaneis (presidents of the council) will be responsible for the announce- 
ment at the Dionysia, the agonothetai (those responsible for the com- 
petitions) at the Klaria; he is to be crowned, and an announcement of 
the honours by the herald should be made during the performance of the 
pyrrhiche-dance and during the gymnical competitions for ever; the 
announcement should be as follows: “The demos crowns Ptolemaios, son of 
Pantagnotos, with a crown of gold and with a statue of gold, because he is a 
virtuous man and a lover of virtue, and generous towards the citizens, a man 
who never neglected the city’s interests.’ 

(SEG 39, 1243 col. V 27-43) 


The contemporary decree of the same city for Menippos (after 
120/19 Bc) is identical in the wording with regard to the honours, 
but not as regards the content of the announcement: 


* On formulaic expressions in general see Rhodes and Lewis (1997) 18-23; 
cf. Chaniotis (1999). On the formulae concerning the announcement of honours 
see Henry (1983). 
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The demos crowns Menippos, son of Apollonides, natural son of Eumedes, 
with a crown of gold and with a statue of gold, because he is a benefactor, 
generous and a lover of virtue with regard to the citizens, a leader of the 
fatherland in difficult times. 

(SEG 39, 1244 col. III 21-34) 


In the text of the announcement one immediately notices an effort 
for an individual characterisation of the achievements of the two 
persons (cf. I. Priene 63). 

Let us consider now the practical aspects of the announcement 
of the honours, looking again at the decrees for Ptolemaios and 
Menippos. In both cases the honours were to be announced at the 
Dionysia in the theatre for ever—as long as the honoured persons 
were alive, but possibly also after their death (cf. SEG 39, 759). Both 
decrees are roughly contemporary, so that it is most likely that for a 
period of time both announcements were made, one after the other, 
on the same occasion, in front of the same audience. If Ptolemaios 
and Menippos were present, one may assume that they stood up or 
even went to the stage to be hailed by the citizens. If such an honour 
was decreed for yet another benefactor every year, and taking 
into consideration life expectancy, one would have up to fifteen or 
twenty such announcements in a city of a medium size—and this in 
addition to other honours and ceremonies. Repetitions of similar 
texts and actions are as exciting as commencement ceremonies in 
American universities. They are tolerated only because all the per- 
sons involved as actors or spectators have a few seconds in which 
either they or a person they love stands in the centre of attention. 
What about an ancient audience that had come to the theatre for the 
performances and not for the ‘commercials’? When would the point 
be reached at which the audience lost its patience? 

As a matter of fact we have direct evidence showing that some- 
times the announcement of honours took quite some time. The 
inventory of the treasurers of Athena and the Other Gods for 
the year 304/3 gives us an impression of the number of such 
announcements: 


The following items were not delivered by the treasurers in office during the 
archonship of Pherekles to the treasurers in office during the archonship of 
Leostratos: the crowns that were announced at the Dionysia during the 
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competition of the tragedians, announced’ by Philippos, son of Nikias 
of Acharnai, the magistrate responsible for the administration (epi tei 
dioikesei), in accordance with the decree of the people that was proposed 
by Philippos, son of Nikias of Acharnai. The following crowns were 
announced: The people crown Antigonos with a crown with a value of 1,000 
drachmas, etc. 

(SEG 38, 143) 


At least twelve crowns were announced on the same occasion: one 
for Antigonos the One-Eyed, four for Demetrios the Besieger, one 
for Antigonos and Demetrios, one for the council and the people by 
the Peparethians, one for the council and the people by the (new) 
isoteleis (privileged foreign residents), and four crowns for the 
councillors in office in four consecutive years, from 306 to 303. The 
repetition of the same text may have given this ceremony some 
solemnity, and most spectators some boredom, but among the audi- 
ence we may expect some 2,000 men who were keen to experience 
this celebration: the 2,000 councillors of the past four years. None- 
theless some variation in the text would have been most welcome. 

We find such variations not only with regard to the texts, but also 
with regard to the occasion and the event, during which the 
announcement or the crowning took place (see below). We usually 
find the instruction that the announcement has to take place during 
the festival of the Dionysia, i.e. on the occasion of the dramatic com- 
petitions. However, some decrees instruct the responsible officials 
to make the announcement at the ‘first Dionysia’ (Acovuctows tots 
mpwrots), ie. during the next/coming Dionysia (SEG 35, 912: Kos, 
second century Bc; I.Priene 4, 17, and 61: Priene, fourth and third 
century Bc), some decrees do not. It was not self-evident that the 
honours were to be announced on the next occasion. The afore- 
mentioned inventory shows that some councillors had to wait for 
four years to see the crown that had been decreed for the council, in 
which they had served, announced in the theatre. A decree of the 
Aixoneis (SEG 36, 186, 313/12 Bc) specifies the year of an honorific 
ceremony to be performed in the theatre during the competition 
of the comedies (‘in the year after Theophrastos’ archonship’), 
obviously in order to ensure a prompt announcement. 


> Or, according to another restoration, ‘brought back’ (dvexdpuoer). 
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The Dionysia usually lasted for several days and included a very 
diverse programme. For this reason some decrees specify exactly 
when the announcement was to be made, e.g. during the com- 
petition of the tragedians (SEG 34, 106: Eleusis; SEG 44, 699: Andros, 
third century Bc; SEG 44, 949 I: Teos, third/second century Bc; 
I.Priene 17: Priene, third century Bc), during the new competition of 
the tragedians in Athens, both at the Great Dionysia (SEG 28, 60, 
third century Bc) and at the City Dionysia (SEG 28, 75, c. 203 Bc), 
or during the fair (panegyris) in an unknown city (SEG 29, 771, 
second century Bc). A great honour was the repetition of the 
announcement in various festivals, e.g. in Kyme at the festival 
Dionysia and Attaleia in Kyme (SEG 29, 1216, second century). In 
some cases the instructions are very detailed. For instance, a decree in 
Kyme instructs the ceremony to take place ‘on the next Dionysia 
during the competition of the boys’ (SEG 33, 1035, second century 
BC); a decree in Priene is even more detailed: ‘in the theatre, at the 
first (next) Dionysia, during the competition of the boys, when the 
demos performs the customary libations’ (I.Priene 108, c. 129 Bc). 
Similarly, another decree of Kyme specifies the appropriate moment 
for this honour during the festivals of the Great Soteria and the 
Rhomaia: ‘when the agonothetai (the persons who preside over the 
competitions) perform the sacrifices in the theatre on the 13th day’ 
(SEG 33, 1039, second century Bc). We may assume that at least 
in some years and in some cities the number of crownings and 
announcements could take such dimensions that provisions such as 
those presented here had to be taken in order to distribute these 
announcements among the festivals (dramatic or athletic), among 
the days of the celebration, and among the various events. Not every 
honoured person could expect an announcement in the coming 
festival. 


“ Cf. similar precisions in the following decrees: I.Priene 81: during the musical 
competition (Priene, c. 200 Bc); SEG 29, 1072: “during the musical competition when 
the people perform the choruses’ (Halikarnassos, second century Bc); SEG 29, 1089: 
in the theatre, ‘when the people perform the musical competition’ (Theangela, first 
century Bc); IG XII 6.1, 150: ‘the sacred herald should make announcement during 
the competition of the tragedians in the theatre naming each one of them separately, 
along with the father’s name’ (honorary decree for Koan judges, Samos, late fourth 
century BC). 
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Similar variations can be observed with regard to the persons 
responsible for the announcement. The announcement was often 
made by the persons who presided over the competition (agonoth- 
etes), but in addition to the agonothetai we find references to 
many other magistrates and priests who undertook this task.° These 
differences are in part due to the duties of the officials, in part to 
their ambition to have their small share in glory when they stand up 
in the theatre, dressed in their best clothes, to be for a few minutes 
the centre of attention. 

Even clearer are the differences in the type of the crown. They 
concern the value, the material, and the form (gold, ivy, myrtle, olive, 
decorated with the portrait of a god etc.).’ The expression ‘the 
greatest crown that the law provides for (orédavos 6 péyrotos 
éx Tob vopuov: SEG 29, 752) suggests a hierarchy of crowns, not only 
in value, but probably also in form. Expressions such as ‘a dis- 
tinguished crown’ (dtadépwv orédavos: SEG 8, 529 Il. 44), 
‘a crown of merit’ (orédavos dpioretos: I.Perge 14 and 23; I.Priene 
108), ‘a crown of excellent behaviour as a citizen’ (dproromoAtretas 
otéhavos: LLOlympia 465; SEG 46, 402), ‘a crown of virtue’ 
(dpetys otépavos: MAMA VIII 408), or ‘the crown of the god’ 
(6 tot beob orédbavos: SEG 43, 773; 6 mapa Tob Deob orédavos: 
SEG 49, 1753) show that crown does not equal crown and that the 
rituals of the crowning and of the announcement of this honour 
were anything but uniform and monotonous, the more so when not 
only the announcement, but also the crowning itself took place in the 
theatre. 

Unfortunately little is known about the procedure of crowning. It 
was usually less spectacular than the device that the Pergamenes 
attempted to apply in the case of king Mithridates VI in 88 Bc. In 
the theatre, where they had assembled, they set up a machinery of 
some kind which would lower a statue of Nike holding a crown in 
her hand which would be placed on the king’s head. However, when 


° SEG 39, 1153 (Ephesos); SEG 29, 1216 and 33, 1039 (Kyme); SEG 35, 912 (Kos); 
SEG 39, 1243 col. V (Kolophon); I.Priene 4, 17, 61, 81 (Priene). 

° E.g. Basileis : SEG 36, 1046 (Miletos). Demarchos: SEG 34, 106 (Eleusis). Epi tei 
dioikesei: SEG 28, 60, and 38, 143 (Athens). Hieromnemon: I.Byzantion 2. Priest of 
Dionysos and prytaneis: SEG 39, 1243 (Kolophon). Strategoi: SEG 28, 75. 

” E.g. SEG 39, 1153 (Ephesos, third century). 


Angelos Chaniotis 59 


the statue was being lowered towards Mithridates, it broke to 
pieces just as Nike was about to touch his head, and the crown went 
tumbling from her hand to the ground in the midst of the theatre 
(Plu. Sulla 11). Most honorees would probably satisfy themselves 
with a magistrate (rather than a beautiful virgin) who would place 
the crown on their head or hand it out, as the representations on 
documentary reliefs imply (Meyer 1989: 132-40). Of course it 
is difficult to find an answer to the question of how one crowns a 
foreign community or a council of 500 members. 

I have discussed the ritual of crowning in some detail because it is 
so widespread and so well attested that it allows us to recognise not 
only the stereotypical formulations which one expects in inscriptions 
that concern rituals, but also individual features which are connected 
with staging instructions, without which the performance of a ritual 
can be either chaotic or monotonous and consequently inadequate 
for the audience in a theatre. 

The last point makes all the difference in the world: we are dealing 
with a ritual that takes place before or during a performance for 
which hundreds or thousands of people have come to the theatre. 


CEREMONIAL ENTRANCES 


Theatre rituals have to compete with theatrical performances. 
Staging is more urgently needed than in other rituals that take place 
in a sanctuary, a private club, or at home. And the larger the gathering 
of people, the more difficult to stage the rituals in an orderly and 
aesthetically satisfying manner. An anonymous statesman in Chios, 
who served as an agonothetes of the first celebration of the festival for 
Dea Roma around 188 Bc, was not only praised for his financial 
contributions and for a beautiful («aAds) musical agon, but he 
is also honoured because ‘he took care of the proper conduct (ed«o- 
opia) and good order (edraéia) with regard to/in the theatre 
(kata 0éatpov)’ (SEG 30, 1073); he is praised for having succeeded 
where others had probably failed. 

Proper conduct and good order do not primarily refer to the 
performers, although quarrels among them were not unusual—this 
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is perhaps the context of the expression duaya (without pay, 
without combat, or ‘unbeatable’?) in the backstage rooms in the 
theatre of Aphrodisias (Roueché 1993: 17-21). Proper conduct 
and good order primarily refer to the spectators, especially the less 
privileged spectators who did not have a seat of honour. In many 
theatres we have evidence for sectors or rows reserved for particular 
groups of the citizen-body. In the theatre of Herakleia Lynkestis in 
Macedonia (SEG 49, 720) seating inscriptions giving the names of 
tribes are written horizontally along the lowest row of seats. They 
name the tribes Asklepias, Artemisias, of the Sebastos,* Herakleios, 
and Dionysias. In Kaunos blocks with the names of the tribes 
Kranais and Rhadamanthis have been found (Ehrhardt 1997). The 
seat reservations may have played a role in the arrival of the citizens 
as spectators, but I have the impression that they were far more 
important for the occasions in which the citizens were themselves 
active participants. A Samian decree (JG XII 6, 172 A Il. 3-8) 
instructs the prytaneis to invite the members of the assembly, which 
convened in the theatre, to take their seats there according to the 
subdivisions of the citizen-body (chilyastyes); signs were to be set up 
in order to determine the place reserved for each chilyastys. The 
assembly was not the only occasion on which the citizens (or groups 
of citizens) were divided according to tribes. When citizens, ephebes, 
or young men attended processions, they did so divided into phylai 
(Chaniotis 1995: 156 n. 75). It follows that when these processions 
reached the theatre and entered it, the persons that attended the 
procession could take their seat in an orderly manner only if seats 
had been reserved for each tribe. Generalisations are very dangerous, 
but I would like to suggest that in some cases the tribal inscriptions 
written on the seats of theatres should be seen in the context of pro- 
cessions that ended in the theatre. White marble seats found near the 
theatre of Ephesos bear a long inscription which states that these 
seats were reserved for citizens—possibly for official representatives— 
of Keramos by the high priest Ulpius Aristokrates, who held his 
office on the second celebration of the Hadrianeia in ap 128 (SEG 34, 
1168). The representatives of Keramos most likely entered the theatre 


* I assume that the genitive Y<Baorod does not refer to a priest of Augustus 
(tepeds XeBaorod), but to a tribe (dvA7 S'eBacrod). 
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all together, took their seats in a ceremonial way, and probably after 
the respective announcement. One may interpret the seats reserved 
for the Apolloniatai in the theatre of Antiocheia in Pisidia in the same 
manner (SEG 50, 1290, imperial period). 

This brings me to another theatre ritual for which some staging 
was necessary: the invitation to take a seat of honour (prohedria). 
A ceremonial entrance in procession of the men and women for 
whom a prohedria was reserved is very probable. It is implied by the 
verbs xadefafar (‘to be invited’) and etoxnpiccecba (‘to be invited 
by the herald to enter’), as in an honorary decree of Magnesia on the 
Maeander: Apollophanes was 


to be invited by the herald to take a seat of honour together with the other 
benefactors in the competitions organised by the people, so that everyone 
knows that the people thankfully acknowledge the good and virtuous men 
and show the gratitude that benefactors deserve. 

(1. Magnesia 92 a) 


Everyone would have recognised the people’s gratitude only if some 
kind of an announcement was made, and not if all these men entered 
the theatre together with the spectators. Their entrance was part 
of the show, exactly as the public appearances and the competition of 
the choregoi were part of the show in the Classical Athenian dramatic 
competitions (Wilson 2000: 95-102, 136-43). 

Some decrees provide more details about the seat of honour, such 
as its exact location (e.g. next to the priest of Dionysos in SEG 36, 
187) or its form (e.g. a throne as in the case of M. Ulpius Eubiotos 
Leuros in Athens in IG II’ 82 = SEG 30, 82). An Athenian decree 
shows that the architect elected to be responsible for the sanctuaries 
had the burdensome task of accommodating the honoured persons 
(SEG 27, 60: catavéwew TH mpoedpiav : see Csapo, below). 

The funerary epigram for the high priestess Romana in Side (late 
third century ap) mentions her office, which she owed to her 
husband Zosimos, in connection with her appearance in the theatre: 


He did not only lead her to the wedding bed, the mother of his children, but 
he had her carried as a high priestess in the brilliant thymelic competitions, 
in purple dress, and placed on her head a crown of gold, a worthy present of 
her prudence. 

(I.Side 226; Merkelbach and Stauber 2002: 158-9) 
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The interest of this text goes beyond the proof that high priestesses 
did not serve in their own right, but as wives of high priests (Herz 
1992; Hayward 1998). It gives us an impression of the manner in 
which magistrates made their entrance to the theatre to receive their 
seats of honour, with impressive garments and crowns. This epigram 
makes sense only in the context of a ceremonial entrance—possibly 
in a procession—of all the persons who had a seat of honour, their 
names being announced as they entered. Such an entrance is 
reported about Agrippa I who arrived at a festival celebrated for the 
emperor in a theatre in ap 44. At daybreak on the second day of the 
festival, as Josephus narrates (AJ 29, 343), Agrippa, clad in robes of 
shimmering silver, made his way to the theatre to take advantage of 
the sunrise. The beams of light dancing off his robes as the sun came 
up made for a wondrous sight. A man in the crowd shouted out: “You 
are more than mortal in your being.’ Agrippa was punished for his 
arrogance and died within five days, but for many magistrates their 
entrance into the theatre was their moment of glory, for example for 
the priest of Dionysos in Priene (I.Priene 174). He was given the right 
‘to sit in the theatre in a seat of honour and to wear the garment 
which he chooses and an ivy-crown of gold’. 


VERBAL RITUALS AND SPEECH ACTS 


The announcement of honours and the invitation to members of 
the élite, benefactors, and guests of honour were alas not the only 
verbal rituals to which spectators were exposed, sitting in the hot sun 
and hungry, not only in a metaphorical sense. Other announce- 
ments, more or less important, were made. The Parian decree con- 
cerning the festival of Artemis Leukophryene in Magnesia on the 
Maeander provides, for example, for an announcement of the con- 
secration of the city and the territory and of the new contest during 
the Dionysia in the theatre (c. 208 Bc): 


the magistrates should announce the asylia and the consecration of the 
city and the territory of the Magnetes in the theatre when we first celebrate 
the Great Dionysia in the competition of tragedies, and the envoys, 
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Molossos, Demetrios and Kallikrates should also announce the agon and 
the panegyris. 
(1. Magnesia 50) 


In Philadelpheia, a letter of Caracalla concerning the neokoreia of the 
city, that is its right to have a temple of the emperor, was read in the 
theatre (IGRIV 1619 b, 18 November ap 213). 

One of the largest groups of inscriptions concerning the Hel- 
lenistic theatre is the dossier of fifty-nine texts from Iasos that record 
the contributions of citizens for the celebration of the Dionysia and 
the construction of the theatre (I.Jasos 160-218; see Crowther, 
below). Their chronology is a matter of controversy (Migeotte 1993; 
Crowther 1995b), but there can be no doubt that we are dealing with 
a long period of time. In these documents one finds three variants of 
a stereotypical formula that express the fact that a person who had 
promised to make a donation in the past fulfilled his promise. One 
of the variants of this formula explicitly states that the promise 
(émivevois) was made during the celebration of the Dionysia 
(trav émwevodvtwv mpdtepov év Atovuotois). The monotonous repeti- 
tion of this formula suggests a ritual: during or at the end of the 
competition of the Dionysia, the citizens were publicly asked to 
make a contribution for the next year. The public performance of 
such promises is suggested by Theophrastos (Characters 22) and 
Athenaios (Deipnosophistai 4.168 f.; cf. Migeotte 1992: 23-4). 

In this context one should also mention the manumission records 
inscribed in or near theatres, for example in Bouthrotos and in 
Delphi. Some of the Delphic manumission records (e.g. SEG 34, 403, 
first century ap) refer to a law, according to which manumissions 
were to be inscribed in the theatre in the sanctuary of Apollo 
(€vyapaéas ets 76 tepov Tob [IvOiov “AméAAwvos ets 76 O€atpov Kata 
tov vouov). The location may be related to the custom to announce 
the manumissions in the theatre, either in meetings of the assembly 
or in festivals. The invocations of the Muse Ourania in the theatre of 
Aphrodisias (Roueché 1993: nos. 2, 4-5) also presuppose acclama- 
tions of the spectators at some point of the celebration. We have 
direct evidence for such acclamations from Perge (SEG 50, 1342-3, c. 
AD 275). Here, the quaestor pro praetore of the provinces of Lykia 
and Pamphylia, Claudius Cornelianus Latro Apellianus impressed 
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the population with his building works; the people responded with 
acclamations inscribed on the balustrade of the theatre, the place 
where the acclamations probably took place—possibly after a speech 
of Cornelianus: “Be fortunate, Cornelianus; you are constructing an 
Olympian work for the mother-city (of the province); take a seat of 
honour (or preside over)! (edtdyn KopvnAcavé: Odvpmiov épyov 
KTilis THe wNnTpoTOAL mpoKdOyice); ‘be fortunate, Cornelianus; the 
entire building waits for yow ([edrd] yn KopynAtavé: GAov 76 KTiopa 
o€ TEpyLert). 

Finally, we find numerous attestations of rituals of consecration 
that took place in the theatre, perhaps not every year, but quite often. 
I am referring to the dedication of the entire theatre, of separate 
sections, or of statues. The theatre of Gerasa was dedicated 
(ddiepwHOn) to Domitian (SEG 27, 1009); the ‘birthday’ of the theatre 
of Aspendos was celebrated as an agonistic festival (CIG 4342 d, 
c. AD 150-175: adywv yuprikds yevéb\vos Tob Hedtpov); in Ephesos 
a section of the theatre (ceAis) was dedicated to Artemis Ephesia and 
an anonymous emperor (SEG 48, 1383); and many dedicatory 
inscriptions from the theatre of Aphrodisias attest the dedications, 
possibly of parts of the theatre, as they were completed, to Aphro- 
dite, the emperors, the demos, and the patris (Reynolds 1991). These 
acts of consecration were ritual acts, including sacrifices, and the 
same applies to the erection of statues. The honorary decrees for 
Apollophanes of Magnesia on the Maeander (I. Magnesia 92, early 
second century Bc) mention the erection of his bronze statues in the 
most prominent place in the theatre; bronze statues of Aristomenes 
and Alexander the Great were dedicated in the theatre of Messene 
(SEG 48, 503-4). Denis Knoepfler (Knoepfler 1997) has suggested 
that Praxiteles’ statue of Eros was removed from Thespiai by 
L. Mummius in 146 sc and given to Athens, where it was displayed 
under the skene of the theatre of Dionysos (Athenaios 13.591A; Greek 
Anthology 16.207), near Praxiteles’ statue of Nike (IG II’ 3089). In 
Ephesos, whenever the popular assembly took place in the theatre, 
statues representing the tribes, other personifications, deities, and 
local heroes were set up on bases (I.Ephesos 28-36). 
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CONCLUSIONS 


I have argued that the stereotypical formulations used in inscriptions 
when referring to theatre are evidence for stereotypical actions, for 
rituals: 


* rituals of communication between mortals and immortals, 

* rituals of communication between subject and ruler/people and 
élite, and 

* — rituals of communication between citizens and foreigners. 


These stereotypical actions were performed in front of the same 
audience that watched the theatrical and musical performances and 
on the same stage on which actors, musicians, mimes, and dancers 
impressed the audience with their skills and their costumes. This 
additional programme in the theatre, consisting of sacrifices and 
libations, the invitation to persons to take seats of honour, the cere- 
monial entrances of magistrates and benefactors, the announce- 
ments of honours and the crowning of benefactors, could not 
compete with the theatrical and musical performances, but it 
could certainly be assimilated into or influenced by them. I have 
suggested in the light of some evidence that there is an interest in the 
staging of these additional rituals, in the costumes, in the use of the 
space, the voice, the movement. Although there is no way to prove 
this, I suspect that this interest in staging originates in the influence 
of the theatrical performances (cf. Chaniotis 1997). If this is correct, 
it may have wider implications for the study of historical develop- 
ments in the Hellenistic and Roman imperial period. After a man 
had experienced a sacrifice offered in the thymele, in a magnificent 
setting, by a priest with impressive garments and a brilliant crown 
who has prayed in a room with excellent acoustics—after this ritual 
experience would a man be satisfied with the sacrifices in the sanctu- 
ary, in his club house, and his home? Theatre rituals were perhaps 
not meant to be spectacles; perhaps the theatre was chosen as their 
setting only because of the advantages it offers in a practical sense 
(acoustics, seats, large gatherings of people). But the choice of the 
space sooner or later had consequences for the form of the rituals. 
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The theatre is the place of thea, the place where people come to 
watch—usually artistic performances, but not only. This element of 
thea—an impressive show—is not absent in the other activities in 
this space, as my last example will hopefully show, precisely because 
it has nothing to do with either artistic performances or ritual 
actions, but with a trial. The honorary decree of Priene for Krates 
(I.Priene 111, early first century Bc) is very fragmentary—especially 
in its most interesting passage (this is Murphy’s law applied in 
epigraphy). This passage nonetheless makes clear that Krates success- 
fully defended his city’s interests together with other ekdikoi (public 
advocates) in Erythrai (1. 129: cuveatwpbwoev peta TeV exdikwv). 
Upon the announcement of this good outcome the city rejoiced and 
celebrated (Il. 129-30: cuvnobévres Tois yeyov@ow ebtnpwephuact 
éavtois éx THs Kpicews). Nothing is unusual in all this, and these 
phrases would suffice to demonstrate Krates’ achievement. And yet 
the author of this decree found it necessary to mention the exact 
location in Erythrai where the trial had taken place (II. 126-8): ‘he 
presented the arguments on behalf of the city in the theatre of the 
Erythraians—in the presence also of a quite large number of other 
people, indeed of—.’ For the author of the decree it was important 
to add that Krates had defended his city not only in front of judges, 
but in front of a large audience. The presence of an audience in the 
theatre made Krates’ achievement more important, certainly for 
analogous reasons as an attack against a person in a theatre, that is in 
front of spectators, called for a more severe punishment.’ People 
witnessed Krates’ success, not in court, but in the theatre, the place of 
competition, but also the place of spectacles. Krates was not only 
praised for a successful diplomatic and legal mission, but also for a 
successful show. 


* Digesta 47.10.9.1 (Ulp. 57 ad ed.): sed et si in teatro vel in foro caedit et vulnerat, 
quamquam non atrociter, atrocem facit. 
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The Organisation of Music Contests in the 
Hellenistic Period and Artists’ Participation: 
An Attempt at Classification” 


Sophia Aneziri 


The basic issues addressed in this chapter are the role played by the 
associations of Dionysiac Artists in the organisation of Hellenistic 
music contests, and the participation of the Artists in them.' Music 
contests may be divided into three categories, on the basis of the 
nature of the involvement in them of the associations of Dionysiac 
Artists. These categories are: (1) contests organised by the associ- 
ations; (2) contests in which the associations acted as co-organisers; 
and (3) contests in which the associations simply participated. 


I. CONTESTS ORGANISED BY THE 
ASSOCIATIONS (MODEL 1) 


Festivals were commonly organised by religious or other associ- 
ations.” The Dionysiac Artists, being directly involved in contests, 


* T would like to thank D. Hardy warmly for the translation of this text. 

' The thoughts presented here form an elaborated version of the relevant chapter 
of Aneziri (2003). On the associations of the Dionysiac Artists (i.e. the guilds of the 
Artists—actors, poets, musicians etc.—who performed in festivals and competitions) 
see also Le Guen (2001a). 

2 Poland (1909) 246-69. 
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seem to have supplemented some of their own festivals with com- 
petitions. The only testimony at our disposal relates to the festival 
held by the Athenian Synodos (i.e. guild) of Dionysiac Artists in 
honour of the Cappadocian king Ariarathes V Eusebes Philopator.’ 
From it we learn that the guild determined the nature of the 
contest and awarded the prizes to the victors.* There are grounds 
for believing that similar contests accompanied the panegyris of the 
Koinon (i.e. guild)’ of Dionysiac Artists at Teos, for this panegyris 
had an agonothetes.° The Artists proclaimed the festival, chose the 
officials who presided over it’ and further claimed their right to 
exercise control over the whole panegyris.* 


II. CONTESTS IN WHICH THE ASSOCIATIONS 
ACTED AS CO-ORGANISERS (MODEL 2) 


The involvement of the Artists in the Mouseia at Thespiai, the 
Dionysia at Thebes, and the Amphictyonic Soteria is particularly 
clear.” With regard to the Mouseia at Thespiai and the Dionysia at 


> IGIP 1330 (Le Guen 2001a: I. 67-74 no. 5; Aneziri 2003: 344~7 no. A3). 

* IGII’ 1330, ll. 42-6. 

° For the terms Synodos and Koinon, which were used by different associations of 
Dionysiac Artists to refer to themselves, see Poland (1932) 1424-34 and Korneman 
(1924) 914-18; cf. Poland (1934) 2480-4 and Aneziri (2003) 23-5. 

° [.Magnesia 54, ll. 32-3 (Le Guen 2001a: I. 210-12 no. 40; Aneziri 2003: 380-1 no. 
D8) and Daux 1935: 211-12, Il. 7-10, 26-7 (Le Guen 2001a: I. 231-9 no. 45; Aneziri 
2003: 383-6 no. D10); cf. the contribution of J. Ma in this volume. 

7 RC 53 IC, ll. 5-8 (Le Guen 2001a: I. 243-50 no. 47; Aneziri 2003: 387-91 no. 
D12): [zpoeordow of aipebévtes] bh Jucdmu (namely ‘the tekhnita?) wavnyvpidpyac 
Kata te THv vulav atrav] ths mavnydpews enayyeNay Kat Kalta Ta 
mpooraypalra tap Baciéwy (‘The panegyriarchs [chosen by you may preside 
over it] according to your proclamation of the festival and [the edicts] of the kings’; 
RC p. 225). 

® RC 53 IIIB, ll. 1-5. For the demands of the tekhnitai and their clash with the 
Teians regarding the festival, see Aneziri (2003) 98-9, 186-8. 

° For the Dionysia of Thebes and the Mouseia of Thespiai, see Schachter (1981— 
94) I. 189-91 and II. 163-79. For the Soteria, which was founded by the city of 
Delphi and the Amphictyony to celebrate the salvation of Delphi from the Gauls 
in 279/78 Bc and was reorganised by the Aitolians around the middle of the third 
century (whence the distinction between Amphictyonic and Aitolian Soteria), 
see Nachtergael (1977). 
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Thebes (otherwise called trieterides and later Agrionia), decrees sur- 
vive that yield significant information relating to their organisation: 
a decree dating from between 230 and 220 Bc,"° through which 
the Isthmian—Nemean Koinon of Dionysiac Artists recognises the 
reorganised Mouseia of Thespiai and decides to take part in it;’ 
and amphictyonic decrees of the same decade through which the 
Delphic Amphictyony recognises the inviolability of the sanctuary of 
Dionysos Kadmeios at Thebes, together with the Dionysia celebrated 
there.” Eight catalogues of victors at the Mouseia, which cover the 
period from the late third to the early first century Bc, are also 
preserved'’—as well as the preamble of a similar catalogue for the 
Dionysia, which dates from the first century sc.'* With regard to 
the Amphictyonic Soteria there are seven catalogues of partici- 
pants in which the preambles are preserved; if we accept that the 
Amphictyonic Soteria were held annually, these catalogues date 
probably from 261/0 to 253/2 Bc.” 


II.1. Previous Research 


These contests have given rise to most debate among scholars, 
since the evidence relating to them is apparently contradictory. The 
main questions that arise in connection with them are two: (1) How 
many associations were involved in their organisation? (2) Did the 
Artists who took part in them belong to one or more than one 
association? 


10 Syl? 457 (Le Guen 2001a: I. 141-6 no. 22; Aneziri 2003: 360-1 no. B4). For the 
date of the reorganisation see Knoepfler (1996) 156-67 (BE 1996, 272; SEG 46, 536). 

"On the contrary, the inscription IG VII 1735b, which also relates to the recogni- 
tion of the Mouseia, is not a decree of the Athenian Artists’ guild (so Feyel 1942: 90-6 
no. 2A; BE 1942, 69; Sifakis (1967) 144; Roesch (1982) 187-8 with n. 197; Knoepfler 
(1996) 154-5), but a decree of the Athenian state (for the argumentation see Aneziri 
2003: 274-5; cf. Schachter 1981-94: II. 165 n. 1, 166 n. 2 and SEG 36, 466). 

” CIDIV 70-2 (Le Guen 2001a: I. 134—9 n. 20; Aneziri 2003: 358-60 no. B3). 

'S The preambles in Roesch (1982) 188-93 nos. 32-9 (SEG 32, 434-7). Full texts in 
Le Guen (2001a) I. 146-61 no. 23 and Aneziri (2003) 412-16 nos. Gb1—Gb8. 

| IG VII 2447 (Le Guen 2001a: I. 140-1 no. 21; Aneziri 2003: 417 no. Gc). 

'S Nachtergael (1977) 407-24 nos. 3-5, 7-10; (Le Guen 2001a: I. 166-72 
no. 24; Aneziri 2003: 403-12 nos. Gal-Ga7). For the periodicity of the Amphictyonic 
Soteria cf. below n. 42. 
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Investigation to date has for the most part considered the two 
questions together and has linked the answers to them.'* Pomtow and 
Poland rely on the priests ék 7a@v teyvitdv (‘from the Artists’) 
who appear in the preambles to the catalogues of the Amphictyonic 
Soteria and the strong presence of Boeotians and Peloponnesians in 
the same catalogues, and recognise the Koinon of Isthmos and 
Nemea as the organiser of these contests.'’ Ferguson and Pickard- 
Cambridge support this view,'* as, too, does Nachtergael.’” Some of 
the representatives of this view (Pomtow and Poland) extend it to 
include the Mouseia at Thespiai and the Dionysia at Thebes, and 
unambiguously regard all Artists who participated in these games, 
and who therefore appear in the agonistic catalogues along with 
Athenians, and those who came from Asia Minor, as members of the 
Koinon of Isthmos and Nemea. 

Another direction taken by scholars, the main representatives of 
which were Klaffenbach and Sifakis, argues that the three major 
associations (Koinon of Isthmos and Nemea, Athenian Synodos, 
Koinon of Asia Minor) were involved in the Soteria and the Mouseia. 
They interpret the many ethnika in the catalogues of these contests 
and also the variety of ethnika found in all agonistic catalogues as 
an indication that more than one association participated in these 
contests.” 

Ghiron-Bistagne adopts a position intermediate between these 
two views, according to which the Mouseia and the Soteria were in 
the hands of the two associations of mainland Greece: the Koinon of 
Isthmos and Nemea and the Athenian Synodos.! 


'© Le Guen (2001a) II. 19 has recently expressed a very correct view on this point: 
‘It is not methodologically sound ... to link the organisation of the festival with 
participation in the contests.’ 

” Pomtow (1897) 819-20; id. in Syll.? 424 n. 1; Poland (1895) 15-16; Poland 
(1909) 134; no more so convinced Poland (1934) 2503. 

'§ Ferguson (1934) 323-4 (cf. Flacelitre 1937: 142-4); Pickard-Cambridge 1988: 
283-4. 

© Nachtergael (1977) 301-4, esp. 304 (cf. however pp. 337-8). 

*® Klaffenbach (1914) 20-1, esp. 21 n. 1 on the Mouseia: ‘Mouseis Thespiis actis 
omnia tria sodalicia interfuisse titulos certe probare’. More generally Sifakis (1967) 
145: ‘all contests were frequented by Artists from all major guilds’. 

*! Ghiron-Bistagne (1976) 175. 
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II.2 Jointly Organised Contests 


There is good evidence for the organisation of the Mouseia at 
Thespiai and the Dionysia at Thebes. We are informed that the com- 
petition at the Mouseia was considered to be a joint contest of the 
city of Thespiai (primarily also the Boeotian League) and the Koinon 
of Isthmos and Nemea and that the competition at the Dionysia was 
conducted jointly by the city of Thebes and the same Koinon.” It 
should be stressed, of course, that both Thespiai and Thebes were the 
main organisers of the contests: in the agonistic catalogues of the 
Mouseia and in the only surviving catalogue of the Dionysia the first 
magistrates cited (the archon, the priest of the Muses or Dionysos 
and the agonothetes) were officials of Thespiai (in the earliest cata- 
logue there is also a federal archon);” it was Thespiai, moreover, that 
took the initiative of inviting the Artists to act as co-organisers of the 
Mouseia. In the case of the Dionysia, it is stated unequivocally that 
the festival was conducted according to the laws of the city of 
Thebes.” In other words, the joint organisation was a result of an 
initiative by the city involved, which continued to be the main organ- 
iser of the contests. 

Let us now see what this joint organisation consisted of. First of all, 
the association of Artists was involved in the embassies dispatched by 
the people of Thespiai to announce the Mouseia, and by the Thebans 
to announce the Dionysia.” Practical proof of this is given by the 
embassy that approached the Delphic Amphictyony with requests 
relating to the Theban Dionysia, which was dispatched jointly by the 
Thebans and the Artists of the Isthmian and Nemean Koinon.”* In 
the case of the Dionysia, we learn that this Koinon also participated, 
through its epimeletai, in the administration of the sanctuary of 
Dionysos Kadmeios at Thebes.” The officials of the Koinon involved in 
the conduct of these two festivals include not only the theoroi 
charged with the task of announcing the contests and—at least in 
some cases—the epimeletai, but also priests. The decree of the Artists 


2 Syll.? 457, Il. 11-13 (cf. n. 10); CIDIV 70, Il. 1-3 (Le Guen 2001a: I. 134~9 no. 20; 
Aneziri 2003: 359 no. B3b). 

* See n. 13, 14. 4 Syl.’ 457, Il. 8-27, 45-8; CID IV 71, 1.7. 

° Syl.’ 457, ll. 53-7; CID IV 70, Il. 13-14. 

°° CID IV 71, IL. 2-3. 7 CID IV 70, Il. 14-15. 
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relating to the Mouseia leaves no doubt that the Koinon of Isthmos 
and Nemea appointed a special priest for the festival.** This is the 
priest of the Muses—in whose honour the festival was held—dzo 
Tav texvitav (“from the Artists’), who appears at the beginning of 
the same decree and in the records of victors at the Mouseia.” In 
some of these records other delegates of the association also appear: 
a priest of the Muses (in one case together with a priest of Dionysos) 
amo TOV TexviTa@V TOV ovvTeAovTwr eis HAixava (that is, from the 
branch of the guild based in Helikon—the area of the specific festi- 
val) and torch-bearers from the whole guild (a6 7aév texyvitdv) or 
from the Helikon branch.” We need not analyse these references in 
detail here; what is significant is that the general expression do taév 
texvita@v without any further specification of the association or the 
like is used to qualify a special delegate, priest or torch-bearer, of 
a specific Artists’ guild that is involved in the organisation of the 
contests. Furthermore there is a correspondence between the repre- 
sentatives of the Artists at the contests and the officials (priests, 
torch-bearers) of the city, with the former always following the latter 
in the record. A priest of Dionysos d70 ta&v Texvitadv is also men- 
tioned in the only surviving preamble of an agonistic catalogue of 
the Theban Dionysia.”! 

Using the presence of the priest dao trav texviTa@y as a criterion, 
the Amphictyonic Soteria may be added to the model of joint 
organisation. In seven catalogues of competitors from the amphi- 
ctyonic phase of the festival a preamble is preserved.” These reveal 
the constant presence of a priest é« tav texyvitdv. Pythokles, son 


8 Syll.? 457, 1. 52. 

* Syil’ 457, ll. 3-4. The priests of the tekhnitai are recorded among the city 
magistrates in the preambles of these records: Roesch (1982) 188-93 nos. 32-9; 
cf. n. 10. 

»° Priests from the Helikon branch in Roesch (1982) 189-90 no. 33, Il. 8-11. 
Torch-bearers in Roesch (1982) 191 no. 36, Il. 6-7; no. 37, Il. 6-11; no. 38, Il. 10-12. 
On these officials cf. Aneziri (2003) 133-5, 137. 

*! IG VII 2447, Il. 4-6 (see n. 14). The inscription dates from the first century Bc, 
while the decrees CIDIV 70-2 in which the Koinon of Isthmos and Nemea appears as 
co-organiser of the Theban Dionysia dates, as we have seen, from about a century 
and a half earlier. It is however reasonable to link the delegate-priest with the earlier 
evidence that the Koinon of Isthmos and Nemea was involved in the organisation of 
the Theban Dionysia. 

*» For these catalogues see n. 15. 
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of Aristarchos, from Hermione appears in three catalogues and 
Philonides, son of Aristomachos, from Zakynthos in four. These 
priests probably belonged to the Koinon of Isthmos and Nemea and 
were its delegates.** That the role of co-organiser of the Amphi- 
ctyonic Soteria was played by only a single guild also emerges clearly 
from the phrase 76 kowov tav Texvita@v enédwKe TAL Dewi Kal Tobs 
Apudixrboow eis ta LwtHpia Tov ayava mavtedAy (‘the Koinon of 
the Artists offered the whole contest of the Soteria to the god and 
the Amphictyons’), found in two preambles of the Amphictyonic 
Soteria.*° The Koinon mentioned here can be only the one of Isthmos 
and Nemea that also sent the priest.*° 

What precisely can be meant by this phrase? According to the 
view held by many scholars, the phrase indicates that the Koinon of 
Isthmos and Nemea took part in the competition without payment, 
and guaranteed its entire conduct, which means that the competitors 
in these two catalogues came exclusively from the association of 
Isthmos and Nemea.”’ But the records of Artists in both catalogues, 
although fragmentary, appear to be no different in composition from 
these of the following Soteria in which the participating tekhnitai 
were not exclusively members of the Koinon of Isthmos and Nemea 
(see II.3). Furthermore, in the preamble of a catalogue of the Winter 
Soteria about a century later, the participation, gratis, of the Artists 
of the Isthmian and Nemean Koinon in the contest is indicated by an 
expression that has nothing to do with what we read in the two 


* Stephanis (1988) nos. 2174, 2568. 

** This emerges partly from their origins, and mainly from the fact that an honor- 
ary epigram for Pythokles (IG IV 682; also in Nachtergael 1977: 317-23, 429-30 no. 
15bis) enumerates his victories, which were won exclusively in competitions in which 
the Koinon of Isthmos and Nemea played a decisive role: the Nemea, the Isthmia (the 
festivals whose names appear in the title of the guild), the Mouseia at Thespiai and 
the Dionysia at Thebes, to which reference has been made above. Cf. Nachtergael 
(1977) 321-2, who recognises a cryptic hint to this Koinon in ll. 3-4 of the epigram. 

* Nachtergael (1977) 407-8 nos. 3, 4 (Aneziri (2003) 403-4 nos. Gal-Ga2). 

°° Sifakis (1967) 146 takes the view that here the word xowév is not used in a 
technical sense, but means simply ‘the tekhnitai in general acting as a unity’, citing as 
examples the expressions ro xowov t&v dpxydvtTwr, and 70 Kowdv THs Kans. 
These examples are not apposite, in my view, since in these cases the word koinon is 
never used in a technical sense, whereas it is invariably so used in the world of the 
Artists. 

*” This view was advanced by Robert (1936b) 22; Ghiron-Bistagne (1976) 175; 
Nachtergael (1977) 300, 304; Le Guen (2001a) II. 19; cf. Ferguson (1934) 323-34. 
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preambles of the Amphictyonic Soteria. The preamble of the cata- 
logue of the Winter Soteria lays emphasis on the fact that the tekhni- 
tai sent by the Koinon, and listed in the catalogue that follows, will 
compete free of charge (‘and they sent these here who will compete 
free of charge for the god’).** On the contrary, in the phrase used in the 
case of the Amphictyonic Soteria (‘the Koinon of the Artists offered 
the whole contest of the Soteria to the god and the Amphictyons’), 
the emphasis is not on the sending of tekhnitai, but on the offering 
of the entire competition by the Koinon.” Therefore in my view, the 
phrase in question means that the Koinon of Isthmos and Nemea 
undertook to meet all the expenses of the competition, that is, the 
rewards for non-members as well. This offer is completely consistent 
with the role of co-organiser, but does not seem to be a permanent 
characteristic of the model of co-organisation. There is no such 
reference in the preambles of the following five catalogues of the 
Amphictyonic Soteria. 

Although it cannot be ruled out that the same or a similar phrase 
may have existed in one of the catalogues whose preamble has not 
survived,” the questions arise in any case why the Koinon of Isthmos 
and Nemea makes this offer in some and not all the occasions on 
which it co-organises the Amphictyonic Soteria, and what benefit 
it could have derived from a financial outlay of this kind. Bearing 
in mind that the two catalogues in which the phrase in question 
appears are the earliest of the total of seven catalogues in which the 
preamble is preserved, it may perhaps be supposed that the Koinon of 
Isthmos and Nemea undertook to offer the first celebrations after it 


8 Syll? 690, 1. 4 (Le Guen 2001a: I. 173-4 no. 26; Aneziri 2003: 362-3 no. B7): cai 
é€aréotetAav tovs adywriEope|vous THt De] dt Swpeav Tov[ ode]. 

»* The verb éSiSwpu is frequently used in the context of music and dramatic 
contests, when the Artist gives a performance outside the competition and without 
payment (e.g. Syll.’ 689, Il. 5-6; FD III 3, 249, 1. 6 = Nouveau Choix 10; IG XII Suppl. 
p. 111, L. 7; cf. Robert 1929: 40; Liefferinge 2000). In my view, however, it is not a 
technical term and consequently does not in every case mean ‘give a free per- 
formance’: it means more generally ‘offer free of charge’ (LSJ: ‘give freely, bestow’), 
and the precise significance is determined by the object of the verb on each occasion. 
In the case of free performances by Artists, the usual object is juépar (i.e. a day of 
performances or a performance). 

as Nachtergael (1977) 404-6 nos. 2, 2bis, 412 no. 6 and 425 no. 11. The most likely 
candidate is the catalogue Nachtergael (1977) 404-6 no. 2 (FD III 1, 478) which is 
close in date with Nachtergael (1977) 407-8 nos. 3, 4. 
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became co-organiser of the contest. The assumption of the role of 
co-organiser by the Koinon of Isthmos and Nemea may well have 
had some connection with the withdrawal of the Athenian Synodos 
from the festivals at Delphi, which probably coincides with the 
Chremonidean war and its consequences for Athens.*' It cannot be a 
coincidence that the earliest catalogues of the Amphictyonic Soteria, 
that is, those in which the Koinon of Isthmos and Nemea offer the 
contest, are dated roughly speaking to the time of the Chremonidean 
war or immediately afterwards.” 


II.3 The Participation of the Artists 


Having shed as much light as possible on the question of joint 
organisation, on the evidence of the relevant decrees and preambles, 
we turn now to the question of participation. The issue is whether 
Artists who were not members of the organising association had the 
right to take part in these contests. 

In the lists of victors at the Mouseia and of those who competed at 
the Soteria, there is a surprising variety of ethnika. But the guilds, 
though consisting basically of Artists from the area of their influence, 
seem to be open to all Artists, irrespective of their geographical 
origins.” I therefore consider that, for methodological reasons, 
arguments based on the ethnika that appear in the catalogues of these 
two festivals should not primarily be taken into consideration in 
examining this particular issue. 

There are, in my view, three arguments in support of the view 
that Artists participated in these competitions irrespective of the 
association to which they belonged. 


A. There are some individuals who, while participating in the 
Amphictyonic Soteria, also appear in catalogues of victors at 


“ For the relevant arguments and the evidence for the links between Athens, 
Delphi, and the contests held there in the decades before the Chremonidean war, see 
Aneziri (2003) 39-41. 

© The date of the catalogues depends on the periodicity of the Amphictyonic Sote- 
ria (annual or biennial system). On the basis of annual periodicity the two catalogues in 
question are dated to 265/4-263/2 or 261/60—259/8 (see Aneziri 2003: 338-41). 

* Ghiron-Bistagne (1976) 174-6; Aneziri (2003) 230-43, esp. 236, 238. Cf. Le 
Guen (2001a) II. 41-6. 
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Athenian festivals (Dionysia, Lenaia), and in Athenian choregic 
inscriptions.” If, then, we assume that only Artists who were members 
of the organising association, the Koinon of Isthmos and Nemea, 
could participate in the Amphictyonic Soteria, we have to accept that 
while the Artists of the Athenian Synodos were not allowed access to 
the Soteria, of which the Isthmian—Nemean Koinon was co-organiser, 
the Athenian Synodos permitted Artists of the Isthmian—Nemean 
Koinon to participate in the Athenian contests, in which the Synodos 
certainly played a dominant role. A one-sided restriction of this kind 
is highly improbable. We are therefore led to the conclusion that 
Artists of the Athenian Synodos must have had free access to the 
competitions under the control of the Koinon of Isthmos and Nemea, 
and vice versa. Another related observation points to the same con- 
clusion: in the second half of the second century Bc, victories were 
won at the Mouseia by two Artists who may be regarded with cer- 
tainty as members of the Athenian Synodos, since they also partici- 
pated in the Pythaides sent by this Synodos to Delphi. There are also 


“* Among twenty-five identifications about six are almost certain: (1) [D]einon 
from Aegina, cyclic aulete in IG Il’ 3080 and Deinon, son of Herakle[i]des, from 
Aegina, aulete in Nachtergael (1977) 413-16 no. 7, 1. 28 (Aneziri 2003: 405-6 
no. Ga4); (2) Herakleides, comic actor in IG II’ 2325, |. 225 and He[r]aklei[des], 
comic synagonist (?) in Nachtergael (1977) 404-6 no. 2, l. 32 (see also Herakleides, 
son of Lykos, from Ambrakia, member of the comic chorus in Nachtergael 1977: 
419-22 no. 9, 1. 79; Aneziri 2003: 408-10 no. Ga6); (3) Hippokles from Boeotia, cyclic 
aulete in IG II’ 3079, 1. 3 and Hippokles, son of Smikron, from Boeotia, aulete in 
Nachtergael (1977) 422-4 no. 10, 1. 16 (Aneziri 2003: 410-12 no. Ga7); (4) Lykis[kos], 
comic actor in IGIP’ 2325, l. 217 and Lykiskos, son of Lykos, from Kephallenia, comic 
actor in Nachtergael (1977) 416-19 no. 8, 1. 61 and 422-4 no. 10, L. 68 (Aneziri 2003: 
407-8 no. Ga5 and 410-12 no. Ga7); (5) Lysippos from Arkadia, didaskalos of a chorus 
in IG IP 3083B, 1. 10 and Lysippos, son of Xenotimos, from Arkadia, didaskalos of 
auletes in Nachtergael (1977) 422-4 no. 10, ll. 17-18 (Aneziri 2003: 410-12 no. Ga7); 
(6) Pronomos from Thebes, didaskalos of a chorus in IG IP 3083A, 1. 5 and 
Pronomos, son of Diogeiton, from Boeotia, didaskalos in Nachtergael (1977) 416-19 
no. 8, |. 83 (Aneziri 2003: 407-8 no. Ga5). Cf. Stephanis (1988) nos. 590, 1075, 1282, 
1561, 1587, 2148. 

*° First case: Theodotos, son of Pythion, paean singer, tragic synagonist in Tracy 
(1975) 60-7 n. 7h, Il. 39, 44, 50 (Le Guen 2001a: I. 117-23 no. 14; Aneziri 2003: 354-6 
no. All) and [Th]eodotos, son of Pythion, from Athens, rhapsode in Jamot (1895) 
339-40 no. 13, ll. 17-18 (Aneziri 2003: 416 no. Gb8); Second case: Philotas, son of 
Theokles, paean singer in FD III 2, 47, 1. 10 (Le Guen 2001a: I. 88-91 no. 10; Aneziri 
2003: 350-1 no. A6) and Philotas, son of Theokles, from Athens, herald in Jamot 
(1895) 335-6 no. 10, Il. 11-12 (Aneziri 2003: 413-14 no. Gb4). Cf. Stephanis (1988) 
nos. 1146, 2573. 
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epigrams and honorific inscriptions for Artists who appear as parti- 
cipants or victors both at competitions jointly organised by the 
Koinon of Isthmos and Nemea and at Athenian contests.”° 


B. The second argument relates to a decree by the Koinon of the 
Artists of Asia Minor passed in the second quarter of the second 
century Bc.”’ It emerges clearly from this text that members of the Asia 
Minor Koinon participated in competitions organised by the Koinon 
of Isthmos and Nemea: the Soteria, Mouseia, and Dionysia, now 
called Agrionia.** The presence of the Asia Minor association in 
Boeotia, an area within the sphere of influence of the Koinon of 
Isthmos and Nemea and the place where the Mouseia and Dionysia 
were held, is also attested by the letter from Lucius Mummius to 
the Asia Minor guild, which probably recognised the privileges of the 
members of the association and was erected at Thebes.” 


C. The third argument is of a more general nature. The view that 
participation in competitions in which an association played the 
role of co-organiser was restricted to Artists from this association 
strongly conflicts with the efforts of the organisers of competitions 
to secure as wide a participation in them as possible. This was the 
precise objective of the numerous theoriai sent out by the organisers; 
their aim was to ensure not only that official representatives were 
sent to the festivals by cities and kings, but also the attendance 
and participation of Artists, merchants, and general visitors from 
every city and region. It would be difficult indeed to account for 
the many theoriai sent by Argos and Delphi to Egypt, if members of 


“© T list only some cases: Stephanis (1988) no. 387 (winner in the Pythia, Nemeia, 
Isthmia, in the Argive festivals and the Panathenaia); no. 1839 (winner in the Pythia, 
Panathenaia, Lenaia, Isthmia and Basileia at Alexandreia); no. 3003 (winner in the 
Great Dionysia at Athens, the Amphiktyonic Soteria, the Heraia at Argos and the Naia 
at Dodona). 

*” Daux (1935) 210-30 (cf. n. 6). 

* Daux (1935) 211-12, Il. 15-20. Klaffenbach (1914) 20 and Poland (1934) 2511 
maintain that this passage refers to Artists in general and not specifically to the 
members of the Asia Minor Koinon (cf. Daux 1935: 217-18). Obviously, the reference 
here could be to Artists in general, but the effective answer has been given, I believe, 
by Sifakis (1967) 141: ‘It is unthinkable that the Ionians should speak on behalf of 
other guilds if they were themselves banned from Greece or had no interest in her 
festivals.’ 

® Roesch (1982) 198-202 no. 44 (Le Guen 2001a: I. 256-60 no. 51; Aneziri 2003: 
361-2 no. D15). 
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the Egyptian guild were excluded a priori from the games in ques- 
tion.” The interest taken by Ptolemy IV and Arsinoe III in the 
Mouseia of Thespiai would also be strange if Artists from Egypt were 
excluded from them.”' 


Having reached the basic conclusion, that all Artists could partici- 
pate in the competitions regardless of the association to which they 
belonged, we may now venture further to assess the material pro- 
vided by the ethnika. Although, as we have seen, geographical origin 
does not by itself constitute secure evidence for the guild to which an 
individual Artist belonged, it may provide us with some information 
at a collective level. In other words, the fact that an individual 
Artist is a member of the Koinon of Isthmos and Nemea does not 
necessarily mean that he came from one of the headquarter cities, or 
even the sphere of influence of the Koinon, but there can be no doubt 
that the majority of the members of the Koinon came from these 
regions.” Consequently, the fact that the majority of the Artists in 
the catalogues of the Mouseia, Dionysia and Soteria came from 
Boeotia, the Peloponnese, and Central Greece’? means that it was 
mainly the Koinon of Isthmos and Nemea that supplied members 
to these competitions, and precisely this fact seems to have been a 
major benefit to the association from its role of co-organiser. 
Exactly how things were arranged is unknown, but a decisive 
factor seems to have been that the allocation (véunois) of those 
Artists who took part™ lay in the hands of the Koinon jointly 


°° On the theoroi from Argos announcing Argive festivals (Nemea or Heraia) in 
Egypt see Bergmans (1979) 127-30; cf. Buraselis (1982) 165 with n. 189 and Buraselis 
(1993) 260. On the announcement of the Aitolian Soteria in Egypt see Nachtergael 
(1977) 228-35, 350, 354, 447-8 no. 28. 

*! Feyel (1942) 100-11 nos. 4, 5. Cf. Schachter (1981-94) II. 164-5, 166 with n. 1 
and Barbantani (2000) 127-72. On a royal (Ptolemaic?) donation to the Thespian 
festival see Bringmann et al. (1995) no. 85{E] and Bringmann (2000) 103. The 
portrait of Arsinoe (III?)—Muse on a Thespian coin may have had some connection 
with the relations between Ptolemies and the Thespian Mouseia (BMC Central 
Greece, 92-3 nos. 14—26; cf. Schachter 1981—94: II. 166-7 with n. 4). On the relations 
between Egypt and Boeotia in the third century Bc see Roesch (1989) 621-9. 

» Aneziri (2003) 238. 

°° The ethnika recorded in the catalogues of the Amphictyonic Soteria are listed by 
Kahrstedt (1937) 380; Nachtergael (1977) 302; and Aneziri (2003) 453-4. 

** In the context of music and dramatic contests véwouai and its participles mean 
the assignment or allocation of the tekhnitai to the contests. The term occurs with 
this meaning in Photius s.v. veunoers droxpi7a@v (‘the poets took three actors chosen 
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responsible for organising the contests” and this is apparently one 
more element of the model of joint organisation. Presumably, 
through the procedure of véuyois the Artist-co-organisers deter- 
mined the Artists-participants; they showed preference for their own 
members without excluding others. The involvement of representa- 
tives of the organising association in the theoriai/embassies that 
announced the competitions (see II.1) was perhaps designed to serve 
this very procedure. 

It remains to examine the question whether the category of con- 
tests in which the guilds, more specifically the Koinon of Isthmos and 
Nemea, assumed the role of co-organiser had any general features in 
common. This category was certainly not restricted to competitions 
in which the prize was a wreath (tepot oredavirar), since money 
prizes were awarded at the Amphictyonic Soteria and the role of the 
Koinon as co-organiser of the Mouseia at Thespiai goes back to an 
earlier period, presumably before the thymelic competition was 
upgraded to one in which a crown was awarded.” Similarly, it cannot 
be said that they were exclusively contests held at the headquarters 
of the Koinon. This is true, of course, of the Dionysia at Thebes and 
the Mouseia at Thespiai, but the Soteria took place in the panhellenic 
centre at Delphi, where no association seems to have been based. The 
role of co-organiser also seems, in my view, to have been played by 
the Koinon of Isthmos and Nemea in both the panhellenic festivals 
that appear in its title: the Isthmia and the Nemea. There can also 


by lot—Ajpur veunfévras—to act in their plays’); Polybius 6. 47. 8 (‘so that none of 
the tekhnitai or athletes who have not been allocated—vovs ye 7) vevepnuévovs—or 
who are not physically fit—7 ceowpaonnxdras—can have access to the athletic con- 
tests’; cf. Laroche (1949) 49 and BE 1951, 55, p. 144) and in the inscription JG XII 1, 
125, l. 4 (Ghiron-Bistagne 1976: 63-8 and IG II’ 2323, |. 47). 


°° This emerges clearly from CID IV 71, Il. 5-9 (Le Guen 2001a: I. 134-9 no. 20; 
Aneziri 2003: 359 no. B3c): ‘if one of the pipe-players or dancers or tragic or comic 
actors who have been allocated by the tekhnitai—veunb&twv bro tav TexviTav 
(ie. the tekhnitai of the Koinon of Isthmos and Nemea)—to the trieterides 
(ie. Dionysia) does not compete in the trieterides held in accordance with the law 
of the city of the Thebans, but, being healthy, is absent from the contest, neither he 
nor those co-operating with him shall have the privilege of security either in war 
or in peace’. That the collective term 7eyvirai in this case means the Artists of the 
Isthmian—Nemean Koinon is confirmed by the use of this term in another Amphic- 
tyonic decree (CID IV 70, ll. 13-15) which was also related to the Dionysia of Thebes, 
passed in the same year as CID IV 71, and was carved on the same stone. 

°° Syl? 457, ll. 23-7 (see n. 10). Cf. Schachter (1981-94) II. 163-4. 
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be no doubt that the Synodos of Athens played a decisive role in the 
conduct of Athenian competitions. The relationship of this role to 
the model of joint organisation examined earlier remains unknown. 


III. CONTESTS IN WHICH THE ASSOCIATIONS 
MERELY PARTICIPATED 


There is no concrete evidence for the role played by the associations 
in other competitions. Our safest tool is comparison with the 
situation at the Mouseia, Dionysia, and the Amphictyonic Soteria. 
For example, the amphictyonic decree relating to the Ptoia at 
Akraiphnia, which is akin to that relating to the Theban Dionysia 
in terms of both content and form, makes no reference to a guild 
or to joint organisation.’ Moreover, lists of victors in numerous 
competitions fail to refer to a priest-delegate of the Artists.” It seems, 
then, that there were contests for which the associations provided 
Artists without being actively involved in their organisation and that 
these competitions were in the majority. 

With the aid of a well-known inscription from Euboea (IG XII 9, 
207), which dates from between 294 and 288 Bc, we may perhaps 
form some picture of the manner in which the Artists participated in 
these competitions.” At the time of this inscription, there seems to 
have been no association of Dionysiac Artists in Euboea,” but only 
an informal gathering of tekhnitai at Chalkis, where the Koinon of 
Isthmos and Nemea later had a base.°' According to the regulations, 
the Euboean cities are to send elected representatives to Chalkis 


°” Compare CID IV 76, Il. 12-16 with CID IV 70, ll. 14-16. On the Ptoia see 
Feyel (1942) 133-47; Schachter (1981-94) I. 70-2. Cf. Roesch (1982) 203-10, 225-55 
(SEG 32, 439-49) and Rigsby (1987) 729-40 (SEG 37, 380; BE 1988, 393; Schachter 
1981-94 III. 20-1). 

8 See e.g. Petrakos (1997) 520-1, 523-6, 528, 531; IG VII 541-3, 2727-8, 3195-7, 
4147; IG XII 9, 91-2; Nachtergael (1977) 476-82 nos. 60-6; IG IX 2, 525, 528. 

»° IG XII 9, 207 is republished by Stephanis (1984) (SEG 34, 896). 

* On the uncertain date of establishment of the Athenian Synodos and the 
Isthmian—Nemean Koinon see Aneziri (2003) 28-9, 52-6. 

*! IG XII 9, 910, second century Bc (Le Guen 2001a; I. 183-5 no. 32; Aneziri 2003: 
366 no. B10). 
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before the twentieth day of the month Apatourion in the Chalkidian 
calendar to assign work to the tekhnitai.” After this, the officials of 
Chalkis (probouloi and_ strategoi)—presumably acting in co- 
ordination—are to ‘send a person to the tekhnitai to proclaim for- 
mally the job contracts’.” If we transfer this evidence to the world of 
the guilds, the following picture emerges: the emissaries of the 
particular organiser presented themselves to the association, asked 
for a specific number of Artists, and offered the corresponding 
number of contracts. This number depended on the money available 
to them and the nature of the competition—that is, whether it was 
local or panhellenic. The associations offered important services to 
these contests, although they were not involved in their organisation. 
For the organisers knew at any time to whom they should turn and 
where they would find what they needed to make their festival a 
success. This co-ordination was certainly not easy at a period when 
the number of competitions had increased significantly and when 
they occasionally coincided in time.™ 


IV. COMPARISON OF MODELS 2 AND 3— 
SIMILARITIES 


The evidence available does not permit a detailed comparison 
between the two models of competitions. One similarity seems to be 
that Artists who did not fulfil their contract and failed to appear at 
the competition without reasonable cause were accountable not to 
the association, but to the organising city and its agonothetes, even in 


® IG XII 9, 207, ll. 57-9: ras wéAeus éAopévas Tovs avdpas Kata TV dtaypaldyv 
mréprpar] ets XaAkida ™po THS eikados TOD "Arratoupia@vos Lnvos, as XadAkweis adyovow, 
ows av eéyd@ow Ta élpya Tots tex |virats. Cf. Il. 3-9: atpeto[ Oar avdpas—oitwes 
Tapayevnaovtes ei]s XaAkida Siadwoovtes Ta epya Tots Texviralis]. 

6 IG XII 9, 207, 1. 59: rods dé mpoBov[Aou]s Kal oTpatyyovs Tovs XadKidéwv 
dmooreidai twa mpos Tos TexviTas, éravye[Aobv(ra) Tas] épyoAaPias. Cf. IGIX 1, 4’, 
798, ll. 79-81 (Corfu, second century BC): dzooreAdvt7w of dpxyovtes emt Tav TOV 
Texvitav picbwow Kata TOV (rod) aywvobéra vopov. 

* On the increase of festivals in the Hellenistic age see Robert (1984a) 36-7; 
Chaniotis (1995) 147-9, 151, 164-8, and Kohler (1996) 89-90. 
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cases where an association acted as co-organiser.” Stephanis reason- 
ably concludes that in all cases Artists agreed their contracts directly 
with the organisers of the contests, and not with the association.” 
A clause that invariably accompanies the recognition of the privileges 
of the Artists by the Delphic Amphictyony is, in my view, mainly 
connected with these contracts: the Artists are ‘secure’ and ‘inviol- 
able’, except in cases where they are bound by a private contract 
((dfov cupBodraiov sbmdypews Or xpéos exw moder vUadxpews 
or mpos idiov xpéos).” If, then, an Artist had broken his contract 
and had not yet paid the penalty, he was not ‘secure’ and ‘inviolable’ 
but ‘liable to seizure everywhere’.® It is only when an association 
sends its members to participate without payment in a competition, 
as probably in the case in which the Koinon of Asia Minor sent Artists 
to take part in the Dionysia at Iasos, that the members are account- 
able for any violations to the association itself. 

Another common characteristic is that, in addition to the com- 
petitors, the associations also sent theoroi to all music contests, those 
in which the Artists acted as co-organisers and those in which they 
merely participated. These are theoroi who represented the associ- 
ations at the ceremonies of the various festivals and are not the same 
as the theoroi who, as we have seen, undertook the task of announ- 
cing the festival, in cases where the association was involved in 
its organisation.” Their role, like that of the theoroi sent by cities and 
kings, was to take part in the sacrifices and processions held in 
honour of the deity.’ Theoroi of this kind are sent by the Isthmian— 


® CID IV 71, ll. 9-10 (cf. n. 55). °° Stephanis (1984) 522. 

67 IGIP 1132, ll. 19-22, 82-5 (Le Guen 2001a: I. 62—4 no. 3; Aneziri 2003: 348-50 
no. A5A). Cf. Gauthier (1972) 235; Bravo (1980) 947-53; and Lefévre (1998) 245. 

% CIDIV 71, ll. 8-10 (cf. n. 55). See also IG XII 9, 207, ll. 44—5; cf. Stephanis (1984) 
506, 539-40. On ayew and aywyipos see Bravo (1980) 792 ff., esp. 799-808. 

® T.Jasos 152, ll. 19-25 (Le Guen 200la: I. 265-70 no. 53; Aneziri 2003: 392 no. 
D13); cf. Robert (1937) 445-6 and Migeotte (1993) 285 with n. 56. In this case, 
however, the violating Artists had not broken their contract, because, quite simply, 
there was no contract. They could therefore only be disciplined as insubordinate 
members, since they had violated an instruction from their association. 

” On these two sorts of tekhnitai-theoroi see Aneziri (2003) 156-8. 

”| The participation of all the Artists, who competed in the musical contests of the 
Artemisia at Eretria, in the prosodion (processional hymn), and the other religious 
ceremonies of the festival (IG XII 9, 189, Il. 12-14, 37-9; c. 340 Bc) may be a ‘fore- 
runner’ of the more formalised role of the later Artists’ theoroi, as Prof. P. Wilson 
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Nemean Koinon to the Thespian Mouseia.” They were also sent by 
the Koinon of Asia Minor to Samothrace and to the Leukophryena at 
Magnesia on the Maeander, a festival at which it is clear from the 
epigraphic evidence that the guild did not act as co-organiser.” 


V. CONCLUSIONS 


To sum up, it may be said that the picture of mutually conflicting 
evidence surrounding the role of the Artists in Hellenistic music 
competitions is clarified by two steps of a methodological character, 
which permit a better classification and evaluation of the material: 
(1) by distinguishing the various types of competitions, depending 
on the role played by the associations in them; and (2) by separating 
the organisation of the contests from participation in them. 

On this basis, music contests may be divided into three categories: 
(1) contests organised only by the associations, which formed part of 
their own festivals; (2) those in which the associations acted as co- 
organisers, along with a city or a federal organisation like the Boeotian 
League or the Delphic Amphictyony; and (3) those for which the 
associations supplied Artists, without being involved in their 
organisation. 

The evidence at our disposal relating to the Mouseia at Thespiai, 
the Dionysia at Thebes, and the Amphictyonic Soteria suggests that 
the participation of an association in the organisation of music 
contests in the second category entailed sending officials (priests, 
torch-bearers) of the Artists to them, the involvement of the associ- 
ation—in some cases, at least—in managing the finances of the 
festival, and above all, the announcement of the competition and 
the allocation of the participating Artists. Through this last pro- 
cedure, the co-organising association met a large part of the needs 


kindly remarked in a personal communication. This however is a question that 
requires further study. 


? Syll? 457, 1. 53; cf. the theoroi-delegates who had to announce the same festival 
in Syl? 457, Il. 55-7. 

? IG XII 8, 163, ll. 35-9; Magnesia 54, ll. 34-40 (Le Guen 2001a: I. 288-9 no. 57, 
210-12 no. 40; Aneziri 2003: 380-1 no. D8, 395 no. D19). 
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of the competition by supplying Artists who were its members, 
though without precluding the participation of members of other 
associations, or individual Artists. This secured the interests both of 
the association and of the basic organiser (city, Amphictyony, etc.) 
of the particular competition: the association primarily because it 
promoted the employment of its members (it remains unclear 
whether any other financial benefits accrued to the association from 
its participation as co-organiser) and the city, Amphictyony, etc. 
because it ensured the maximum success for its games through the 
wide participation of competitors. 

There is less clear evidence at our disposal for the organisation of 
the third, largest category of games, but it does seem that the associ- 
ations were not involved in it. Nevertheless, in this case, too, there 
seems to have been mutual support between the organisers and the 
Artists. On the one hand, the organisers had recourse to constant 
‘reservoirs’ of Artists—the associations—thus ensuring that the 
games would take place. (The lack of competitors was by no means a 
negligible risk in the Hellenistic period.) On the other, the associ- 
ations intervened and guaranteed work for their members in this 
case, too. 

In conclusion, it should be emphasised that the attempt to classify 
music contests of the Hellenistic period on the basis of the degree 
and nature of the involvement of the associations in them, though 
based on a combined approach to the evidence, continues to have 
a hypothetical character. The evidence at our disposal, especially 
regarding the second category of games, relates only to the Koinon of 
Isthmos and Nemea, and cannot be used as a basis for generalisation. 
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The Men Who Built the Theatres: 
Theatropolai, Theatronai, and Arkhitektones* 


Eric Csapo 


We depend mainly upon inscriptions for what little we know about 
the practicalities of the management and finance of the ancient 
Greek theatre. It is disappointing, therefore, to find no epigraphic 
attestation of the terms theatrones or theatropoles, figures absolutely 
central to theatre management and finance. These terms appear only 
in literary sources. Epigraphy, nonetheless, still has something to tell 
us of their function and their history, particularly in conjunction 
with another shadowy figure, the arkhitekton. In the past these figures 
have received little attention,’ yet a close study of the evidence can 
shed some light on the organisation of the Classical and early 
Hellenistic theatre in and even beyond Attica. I will argue, moreover, 
that the history of these officials is relevant to a number of issues of 
current controversy: among them the shape of the early theatre, the 
date of the Lykurgan reconstruction of the theatre of Dionysos, and 
the background to the introduction of the Athenian festival fund 
(theorikon). 


* For many helpful comments I thank audiences in Oxford, where this paper was 
delivered twice, in very different venues. Special thanks to Hans Goette, Scott Scullion, 
and William Slater for commenting on earlier drafts of this paper and helping me get 
my mind around several difficult questions. 

' Caillemer (1877); Szanto (1896); Buchanan (1962) 86; Pickard-Cambridge 
(1968 [1988]) 266; Rhodes (1972) 125-6; Walton (1977) 82-6; Shear (1978) 56-8; 
Walton (1980) 69-73; Henry (1983) 293-4; Scullion (1994) 55-6; Wilson (1997b) 98; 
Moretti (2001) 221-2. 
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THEATRON-BUYERS AND THEATRON-SELLERS 


Since late antiquity, theatropolai, theatronai, and particular figures 
referred to by the general term arkhitektones, have been lumped 
together as synonyms for theatre managers.’ They are all theatre 
managers, but to stop there would be misleading. Arkhitekton does 
sometimes appear as a general term for a kind of theatre manager, 
but one with a very different function from the theatrones or theat- 
ropoles. Indeed I will argue that they have opposed and mutually 
exclusive functions. 

Although the arkhitekton is different, at least theatropolai and thea- 
tronai really are just synonyms, so far as I can see. Theatropoles, 
‘theatron-seller’, is attested only once. It is cited by Pollux (7.199) 
from Aristophanes’ Phoenissai, a play datable to the late fifth or early 
fourth century Bc (PCG F 575): 


év tails Dowiooas DeatporwdAns 6 Héav atropiobav. 


In the Phoenissai a theatropoles is the man who rents out a place from 
which to view the spectacle. 


Pollux records the term without any context. At a guess Aristophanes 
used the word in a metatheatrical reference to the greed or profits 
of the man who charged admission to the theatre of Dionysos at 
Athens. The theatrones ‘theatron-buyer’, a word only twice attested, 
performs the same function. Theophrastos indicates that he is the 
man who charges and collects admission prices into the theatre 
(Characters 30.6): 


Yoo Ls A , ” \ eon ee a> 9 a 
KQL €77L béav TYVLKQAUTA mopevecba aYWV TOUS VLELS, TVLKQA TTPOLK adiaow 
¢ A 

ou featpavat. 


And he [the Niggardly Man] goes to the spectacle with his sons only as often 
as the theatronai offer free admission. 


Money paid for admission into the theatre goes towards the 
theatron-buyer’s profits. The greed of the ‘theatron-buyer’ became 


* Despite Shear (1978) 57 n. 162 who urged that ‘a distinction should now be 
made between the elected arkhitekton, the custodian of sanctuaries, and the lessees 
who collected the price of admission’, the distinction is only observed by Moretti 
(2001) 222. 
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something of a topos, thanks probably to Old Comedy. A recently 
published papyrus elegy by Nikarkhos suggests as much (POxy. 4502, 
39-41 Parsons (first century AD?)): 


, \ ro» , , 

mo] Tevets pevi TUPS, Ovw xdpTov, weAL uy [ J [ 
a) \ rere 

xnol o€pw, Kvatv by, madapiors Udida, 


(e)iuariov pryotvrt, Deatpaw{ibvyr 76 Adyevua ... 
(When you invite the seducer Damon to your house and introduce him 
to your wife, Alexis) you trust cheese to a mouse, hay to a donkey, honey to 


?bees, chicory to geese, a boar to dogs, a wrap to slaves, a cloak to a freezing 
man, collected money to a theatrones ... 


The theatrones ‘theatron-buyer and theatropoles ‘theatron-seller’ 
pretty clearly perform the same function. The two terms simply 
express different perspectives. “Theatron-buyer’ betrays the perspec- 
tive of the state, which sells the franchise and this is doubtless 
the official term. The meaning of ‘buyer’ emerges clearly from an 
inscription which records the lease of a theatre in Peiraieus, which 
we will look at more closely in a moment. The Peiraieus lease refers 
three (?) times to the lessees of the theatre as ‘buyers’, twice as of 
mpidpevor and once as wvytai. Theatron-buyers ‘buy’ or, more 
properly, ‘lease’ a theatre from the state. Attic comfortably uses ‘buy’ 
and ‘sell’, dvetoba: and mwciv, along with pcbotcbatpoboiv, to 
mean take out or let out on lease.’ By contrast ‘theatron-seller’ 
betrays the perspective of the audience who buy admission from 
him, and this may simply be a comic or vernacular compound. But 
whatever the rationale behind the variation, the citations show both 
terms used indifferently, at least in non-official speech. 

My translations deliberately avoid rendering theatron as ‘theatre’ 
because ‘theatre-seller’ and ‘theatre-buyer’ would be misleading at 
best. Theatron in Greek does not mean ‘theatre’ in the broadest sense 
including the rituals and entertainments which go on in a theatre 
building: the theatropoles is so far as we know not an impresario.’ 


> Pace Behrend (1970) 88, cf. 107. See And. Myst. 133-4, Lys. 7.2 with Gernet and 
Bizos (1924-6) ad loc., Arist. Ath. Pol. 47.2, 60.2 with Rhodes (1981) 552, 673, 
Aeschin. 1. 119. 

* Notwithstanding the fact that the term can in Greek be flexed rhetorically 
(metonymically) to refer to performances: e.g. Plu. Ant. 9.3 (at night all he cared for 
were komoi and theatra). 
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Theatron normally refers only to the physical space in which theatri- 
cal entertainments take place, but the term is still ambiguous. 
“Theatron-seller’ could imply selling the theatron in the broad sense 
of the entire theatre building, or simply in the narrow sense of the 
seating area or auditorium. The theatron in ‘theatron-seller’ probably 
refers to this narrow sense of ‘auditorium’. A literal translation of the 
Greek expressions for paying to get into the theatre is ‘buy’, ‘rent’, or 
otherwise put down money to ‘get’ a 0éa. Oda (like Latin spectacu- 
lum) is also ambiguous: it can mean both the place from which you 
watch and the spectacle you sit or stand to watch. But in this usage 
6éa generally refers unambiguously to the place and not the spec- 
tacle.° The idiom for paying theatre admission focuses on the venue 
rather than the entertainment, presumably, because this is what the 
theatropoles sells or rents out: not a theatron in the broad sense, but a 
place from which to watch the theatrical performances. But the other 
term ‘theatron-buyer’ may be more ambiguous. The theatron that the 
theatron-buyer leases may be the whole theatre building. At any rate 
the Peiraieus lease shows that the terms extend to activities beyond 
the auditorium. 

The Peiraieus lease shows pretty clearly how the operation worked: 


Agora 19 (1991) L13 = SEG 33, 143 = IGIV 1176 + Hesperia 29 (1960) 1 no. 1 
(SEG 19, 117) + Hesperia 32 (1963) 12 no. 10 (SEG 21, 521). Supplements 
following Stroud (1974) 290-8, and Walbank (1991), with some suggestions 
by myself and W. J. Slater (see apparatus). Non-stoich., 31 to 40 chars. 


lacuna 
atb [77 v?] oxnvyy mpol..... Jao [------------ ] 
[élav re Bo[d]Awvt[ae we] pi rv ofkodopiav- 
e€eivat dé ad[rois x]pHobat ABors Kal 
yh éx Tob Tewlevous] Tob Atovicou: érav & 
dey , ¢ > Aye 
5 é€iwow Trapa[diddvar? | drravra 6p0a Kat €- 


° Thphr. Char. 9.5 (0éav éyopdoas); Agora 19, L13 (below) |. 19; Philoch. FGrH 
F33 (Spaypr) 77s Pas); Lib. Hypothesis to Dem. Olynthiac 1 (éet diddvar dd0 6BoAovs 
Kal KaTtaBaddovra Oéav éxev); Phot. s.v. theorikon kai theorike Theodorides (juc6ov THs 
Oéas). Cf. Poll. 7.199 (OeatpommAns 6 Oéav aropobav); » Lucian Tim. 49 (rods rézrous 
pcobv). See also the honorary inscriptions granting prohedria and places in the 
theatre, below. Note, however, that Photius, possibly misunderstanding the use of the 
term in this context, uses @éa to refer to the spectacle (s.v. theorika 1 Theodorides 
bunker mpoixa Oewpeiv, éxprobotv dé tais Oéais Tovs TéTOUS). 


10 


15 


20 


25 


30 


35 


40 


Eric Csapo 91 


oTnKota. €alv....... Jeibwow mpos TH oKN- 
vei, Képa[jov Kal €]vAa anitw AaBav ma- 
NEG: = TAA [8 Seq/lasvas dayecate ie 
cbdcew[s] Hynoias dpywv tods b€ dnyud- 
tas Jewpeiv apydpio[v] diddvras Any 6’- 

cous of dnudtat tpoledpiav dledaHKacr- 
tovtous 0 droypaipalt mpos Tovs 7] pralpé]- 


vous 76 Oéatpov: ctv ar Sé THY mpoedpiav] 


Kal THe Onudpxyat Ka[l------- Kal TH Kn] - 
puxe kal ef Tw dAAwt [SedHxaow of Snpdtar] 
[7H ]v mpoedpiav- dca d[é - - - -------------- ] 
(eet eee Dyes Stee Sates 
lacuna 
lacuna 
[----------- Tovs mpiapevous 76 Oélarplo]v wa[pé]- 


[yew tois Snpudt]ais 75[w]Acacpevynv tiv Oéav [Ka]- 
Voy ryogy yy, wa , 
[ra tT]a marpia: édv dé pw) ToOHOWOW Kata Tas ovvO[7]- 
Kas TAS TEpt TO DéaTpov, oikodoujoat pev [Teipa- 
éas TA Sedueva, TA 6 dvadAw@pata Tois mprapEevois 
* 4 \ \ € a / o 
etvau: emutyunras d€ aipeiobat Ileipadas érav Ta- 
- Las Bae 5 , 
padid0aor 76 O€arpov Tpeis avdpas €x ITepadwv: 
> , vox gy ae: ae 
avaypaipat dé Tov Sjpwapxov Kal TOVs Tapias avTi- 
ypada Tav ovvOnKkar eis oTHAnv ABV Kal oTHOA- 
Lév TH ayopas TMV SnpoTa@v: Tapayparya b€ Kal TO 
dvopa, Tap dt av KetwvTat al ovvOjKar @vytat Api- 
otodavyns SwxvGo: PH: Mednoias ‘Apiotoxpato: XH 
ApeBovatos Aprorérew ITnrné: FP: Oivoddv Eddu- 
Ajtov ITeipaeds: XH. vacat 
KadAradns etrev: esndicbar [Teipacior- érred1) Ocatos 
firoripeirat mpos Tovs OyuoTas Kal viv Kal év THL 
eumpoobe xpoven Kal TeTONKEV TpLaKooiats Spa- 
xpais mA€ov edpeiv To Oéatpov, orepavdoat abt- 
‘ n ; Si at er \ 
ov Oardé6 oredavwe aperis evexa Kal duKato- 
obvys THs els TOUS SnudTas: oTefava@oar be 
roan / wr > , 
Kal Tovs Tprapyevous TO O€atpov Aprotodavnv 
ITetpaéa, MedAnoiav Aaprrpéa, Oivodarvra 
ITeipaéa, “Apefovctov IT4AnkKa. vacat 


1. e.g. ef Tept THY oKnvny mpootiléact 6. areipacw Meritt: éav dé TApa- 


Acipwow Stroud: éav mu e€apeibwow | Tapapetibwow Csapo: édv pur) 


Slater: 


7-8. e.g. walv Kat ott GAO 


92 The Men Who Built the Theatres 


The deme of Peiraieus leased its theatre to a corporation of four 
men in 324/3 Bc for 3,300 drachmas. The inscription preserves the 
terms of the lease and honours them for paying 10 percent, or 300 
drachmas, beyond the expected price. It begins with a list of 
privileges and responsibilities with regard to construction in the 
theatre. The first line refers to alterations to the skene building. 
el Tept THY oKNVAVY TpooTéac. Would fit: ‘if they make any additions 
around the stage-building’ something something ‘if they should 
want anything with respect to the construction. But the lessees are 
permitted to use stones and earth from the sanctuary of Dionysos.° 
When the lease expires the lessees are to return everything in good 
repair: [Except where they change/alter] wood and tile on the stage- 
building,’ he may depart taking all (i.e. wood and tile) away with him 
[and anything else they may have provided].* The singular verb 
amitw seems to be a formula carelessly applied despite the plural 
verb in the conditional clause.’ We continue with ‘Let the lease 
take effect when Hegesias becomes archon. The demesmen are to pay 
cash to attend performances, all except those to whom the demes- 
men have granted prohedria. These are to be registered with the 
theatre lessees. The mayor,’ the someone, ‘and the herald are to have 


° The stones and earth are likely to be of use in levelling the slope of the theatron 
and making foundations for the seating. Cf. the building inscriptions from Skepsis 
(fourth/third century Bc) and Capua (second century Bc): Wilhelm (1900) 54-7; 
Frederiksen (1959) 126, no. 6. I thank W. Slater for drawing my attention to these 
inscriptions. 

’ Meritt (1963) 12 and Stroud (1974) 297 supplement with forms of dAcida, 
a common verb in building inscriptions, but ‘if they do some plastering on the stage- 
building, let them take the tile and wood’ is unfortunately a non-sequitur. So is 
Katadeipwow, ‘leave behind’. I would suggest some compound of dueiBw to 
supplement the stone’s éa[v....... Jeibwouw. Satisfactory sense could be made 
from any of éal[v tc wapapleibwow / eéapletpoow / dvrauleibwow. William 
Slater suggests éav uy and takes xépa[yov Kai é]¥Aa with the missing verb. My 
translation follows Slater’s suggestion. For the form, cf. IG XII 5, 572. I assume the 
provision aims to keep the basic frame of the stage-building intact after expiry of the 
lease. 

* My suggestion walv Kai é7u dAXo may be a little too wide-open and generous 
for the language of contract. Cf. SEG 24, 203, 16-18 and IG II’ 2499, 11-12 (érav Sé 
6 xpovos eter... devow eywv 7a EvAa Kal TOV Képapov Kal Ta Oupa[plata. Tov 8 dAAwY 
Kwyoew ovOer, ‘when the term expires . . . He will leave taking the wood, the tile, and 
the door-fixtures, but he will displace nothing else.’ 

* Stroud (1974) 297. 
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prohedria as is anyone else to whom the demesmen have granted it. 
All those who ...’ The stone breaks off, so there are at least one and 
two half-lines missing, before the non-joining fragment d, which 
reads: 


the theatre lessees are to provide the demesmen with a @éa [i.e. a viewing 
area], fitted with wooden benchwork according to local custom. If they do 
not act according to the terms of the agreement concerning the theatre, then 
the people of Peiraieus will build what is required and the cost will fall 
to the lessees. When they hand over the theatre, the people of Peiraieus 
will choose three men from Peiraieus to act as inspectors. The mayor and 
the treasurers will have copies of the agreement inscribed on a stone 
stele and placed in the deme’s agora. They will add the name of the person 
with whom the agreement is deposited. Lessees: Aristophanes, son of 
Smikythos—600 drachmas; Melesias, son of Aristokratos— 1,100 drachmas; 
Arethousios, son of Aristoleos, of Pelekes—500 drachmas; Oinophon, son 
of Euphiletos, of Peiraieus—1,100 drachmas. 


The rest is the honorary decree granting a crown to one Theaios 
for his civic zeal (philotimia) in inducing the lessees to pay 300 
drachmas more than expected from the lease and also crowns to 
the lessees, doubtless as a return for being so induced. Unfortu- 
nately we know nothing of Theaios’ role or function in these 
negotiations. 

From the remains, as far as we can tell, the chief obligation on the 
part of the lessees (Il. 19-20) is the provision to the demesmen of a 
viewing place, a 0éa, which is 75[w]Avacuévyv according to local 
custom. The verb édwArafew is a rare but securely attested term 
meaning to fit with wooden benches.” In return the lessees are to 


© Orlandos and Travlos (1986) 92. The ancient lexica treat the verb as an equiva- 
lent to éxpidw which refers to the building of wooden benches, usually stands or 
bleachers. The description, however, suggests a more casual construction. See 
esp. Bekker, Anec. Gr. 259.32 (cf. Suid., EM) &wAidoat Kat ikpudoar €or dé 70 pev 
édwAtdoat oiovel ouvbeivar ék Twwv EtrAWY GTAwS TOs TéTOV TWA cUVTEHevTwY. “To 
build hedolia and to build ikria: to build hedolia is to put together as if from planks of 
wood put together in some place in a simple fashion.’ The verb appears again in IG 
XI 2, 287 A 81 where it means, as here, to assemble wooden benches (see below). It 
apparently came also to mean ‘seat on the wooden benches’: Harpocration s.v. 
édwArdoat cites Lykurgos (fr. 2) for the meaning ovvcafiCew. Lykurgos may perhaps 
also be the ultimate source of Pollux’ discussion of édwArdlew (= ovveabilerw), 
though in Pollux it is cited as a theatrical term (4.121, 123). 
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get the entrance fees, which are to be paid by all demesmen except 
those to whom prohedria is granted. The lease also includes some 
stipulations regarding construction on or around the stage-building, 
though that part is all but lost. In the surviving document, the con- 
sideration, in the legal sense of quid pro quo, is the construction and 
resale of seating. 

Similar arrangements may be attested by a couple of other inscrip- 
tions only two to three decades later than the Peiraieus decree. In 
these inscriptions another Attic deme and cities in Euboea dispose of 
money gained or expected from the leasing of their theatres. A decree 
of the deme of Akharnai (IG II* 1206) shows the deme at the end of 
the fourth century Bc disposing of moneys ‘collected’ from the 
theatre." Lines 4-12 read: 


:4 A: dpaypas [a]- 
5 [m0 rob dpyv] pov 706 éyAeyouelv]- 
[ov éx Tob belarpou: éav S€ 76 béa[r]- 
[pov..... oly Hu, diddvar adroil|s] 
[rov djpapylov Kai Tov Tapéav [ot] 
[av det dpyw)ow 76 yeypapper[ov] 
10 = [dpytprov eis tH Buaiav ex 7[Hs] 
[kow?s diolixnoews THs TOV Sy[t]- 


7 A 
OTWV. 


Twenty drachmas from the money collected from the theatre. If the theatre 
is [missing word of seven letters] then the mayor and the treasurer in office 
at the time should give them the stipulated sum for the sacrifice from the 
deme’s operating budget. 


The term éxAéyew here need not imply that the deme is collect- 
ing money directly; it is frequently used, for example, of collecting 
taxes that have in fact been farmed out to a tax-collector. One 
can perhaps compare the theatrones Adyevpa in the Nikarkhos 
elegy. The revenues presumably come from leasing out the theatre. 
Much may depend on the five missing letters in line 7. Wilamowitz 
conjectured €Aatrov, which would mean ‘if the theatre is less’, 


"' The connection (made by Kohler apud IG II 5, 587b) with Akharnai is based 
on the restored reference to Athena Hippia (cf. IG II’ 1207, l. 4, SEG 43, 26 A, Il. 24-5, 
B, ll. 16-17, and Paus. 1.31.5). 
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which would then presumably have to be pressed very hard to mean 
‘if the revenues from the theatre fall short’. I suggest dparov, 
meaning ‘but if the theatre is not leased’.’” 

We may note in passing that the theatron of Akharnai, like that of 
Peiraieus, was probably of wood. Its front row seating (prohedria) 
had not the separately articulated stone thrones we know from the 
Lykurgan theatre of Dionysos in Athens. A deme decree of 315/14 Bc 
(SEG 43, 26 B 22) awards officials prohedria in perpetuity ‘on the 
first bench’ éz! tod mpwrov Babpov, using a word, bathron, which, 
when used of seating, normally seems to refer to a wooden bench. 
Indeed the expression is in Athens used interchangeably with zparov 
EvAor, literally ‘first plank’, used of the front row of the assembly 
and courts in Aristophanes’ day, the former of which Lysias 
described as bathra and the latter of which the comic poet 
Pherekrates called protobathron.’* If the prohedria, the seat of hon- 
our, was a wooden bench, then the rest of the theatron was also 
certainly of wood. 

The custom of leasing the theatre was probably also standard in 
Euboea in the 290s Bc. Wilhelm argued that the famous Euboean 
festivals decree assigns the cost of inscribing the decree and erecting 
the stele to expected income from leasing the theatres of Chalkis, 
Eretria, Karystos, and Oreos during the forthcoming Dionysia:"* 


ra d[€ 56]- 
[gavr]a dvaypaibar tods adpyovras év éxdort| yi] TeV TéAEwY ev o7[H]ANL 


Abin Kal av[a]Oetvar ets Thy map[odov] 


” Tam grateful to Robert Parker for bringing to my attention N. Papazarkadas’ 
D.Phil. thesis (University of Oxford, 2004) which contains the same conjecture, 
arrived at independently. Papazarkadas gives full justification for the emendation. 

® For bathron as ‘wooden bench’, see Hellmann (1992) 63, and the discussion 
below, pp. 103-7. Cf. zpa@rov Babpov in Ar. Ach. 25, V. 90 (with 2); Poll. 4.121, 8.133; 
Lys. 13.37; Pherecr. PCG F 260; cf. Steinhauer (1992) 182. Bathron can refer also 
to the base or foundation block upon which a seat is placed (as in Soph. Ant. 854). 
The stone foundations for the prohedria in the pre-Lykurgan theatre of Dionysus 
might have been referred to as bathra: upon them, I believe, wooden klismoi were 
placed. 

Wilhelm (1951) 79-83. Le Guen (2001a) I no. 1, Il. 54—7. Le Guen (2001a) I. 
47 translates ‘que la dépense pour la stéle soit imputée par chacune des cités, chez 
elle, sur les revenus de son théatre, au moment ow s’effectuera le paiement du loyer 
pour les prochaines Dionysies’. 


96 The Men Who Built the Theatres 


7 , ,ogy oy re , ‘ 7 eo 
[rot] Oedtpov: 7O dé avddAwpa 76 els TH oTHAnv brobeivar Exdot[ov]s 
ae om , ¢ , . 
map éav[to]<i>s tau Oedtpwn, drav mon[owvra: THY] 


[picOw | Ow KaTa Ta. émovTa Avoviicra: 


It is decreed that the archons in each of the cities have the decisions written 
up on a stone stele and erected in the entranceway of the theatre. Each is to 
apply the cost of the stele to their respective theatres when they lease them 
out for the upcoming Dionysia.” 


If this is right the cost of publishing the decree is simply added to 
the cost of the lease, in much the same way that the cost of the 
sacrifice at Akharnai is simply added to or put against the anticipated 
income from the lease of the theatre. 


THE THEATRE OF DIONYSOS AT ATHENS 


We know, then, of theatron-buyers in deme theatres and prob- 
ably foreign cities. Does this tell us anything about the practice in 
the theatre of Dionysos at Athens? Theophrastus’ theatronai, being 
in the plural, are probably generalisations in reference to the 
normal arrangements at deme theatres. Aristophanes’ theatropoles, 
being singular, could refer to the production context of Phoenissai, 
but we still cannot be sure that it was Athens. We have no direct 


'S uicwlow is a supplement by Wilhelm (1951); éySo]ouw is a supplement by 
Wilamowitz, addenda, p. 176 to IG XII 9, 207. Both words are taken to refer to 
farming out the theatre on a lease. Cf. Stephanis (1984) 510. W. Slater, however, 
points out that the misthosis in question could refer to the hiring of Artists of 
Dionysus, which is also the subject of the next sentence: é67ws dv yivwvtai (at 
épyoAaBiac suppl. Wilamowitz), ras ddeus éAomévas Tols dvdpas Kata THY 
dcaypaldyr] | [méuybar] ets Xadxida mpd THs elxddos Tob "Amatoupiadvos pnvds, ws 
Xadkeis &yovow, ows av éySdow ra €[pya] | [rots tex] vizars. In this case we might 
obviate the necessity of Wilamowitz’ supplement, reading ‘let each city ascribe the 
cost of the stele to their theatre when they do the hiring for the upcoming Dionysia. 
And so that they (ie. the hirings) take place, let the cities send men chosen according 
to the agreement to Chalkis before the twentieth of Apatourion in the Chalkidian 
calendar, so that they can assign the work to the Artists.’ This may well be right, 
though it would require a difficult transition from singular picfw|ow to plural 
yivwvra and contradicts the strong discontinuity argued at this point in the text by 
Wilhelm (1951) 83 and Stephanis (1984) 513. Wilhelm’s reading also makes better 
sense of the verb dodeivar: Wilhelm (1951) 80. 
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evidence for theatronai in the theatre of Dionysos, but the cir- 
cumstantial and comparative evidence makes their presence 
likely. 

The Athenian theatre of Dionysos charged admission. We take 
admission charges for granted, but Alan Sommerstein (1997: 66-7) 
and Peter Wilson (1997: 97-8) have recently pointed out just how 
strange it was for Athens to have taken this step. The City Dionysia is 
the first Greek religious festival known to have exacted money for the 
right to participate. And at 2 obols the fee was something more than 
a nominal sum (presumably charged per entry into the theatre, so 
that full participation at the Dionysia would cost at least 1 drachma 
and 4 obols). Can we assume that Athens in the fifth century took 
the extraordinary measure of permitting entrance fees for the same 
reason that the deme of Peiraieus allowed such fees in the later fourth 
century? Can we assume, namely, that the theatropoles paid for the 
right to collect entrance fees in return for constructing and maintain- 
ing the theatron? 

A difference in scale and construction might seem an obstacle to 
using procedures at Peiraieus as a model for explaining procedures 
at Athens. But new archaeological discoveries and better archaeo- 
logical syntheses in the last forty years give good reason for ques- 
tioning the belief that the scale and construction of the Athenian 
theatron differed greatly from that of theatres in the Attic 
hinterland. 

There have, over the years, been many estimates of the seating 
capacity of the Athenian theatre in the fifth century. They vary 
widely. Limiting ourselves to estimates over the past ten years, we 
find the capacity of the fifth-century theatre of Dionysos pegged at: 
3,700 (Dawson 1997), 5,500 (Korres 2002: 540), not more than 7,000 
(Goette per litteras), 10,000 to 15,000 (Moretti 1999-2000: 395). 

Moretti’s figure of 10,000 to 15,000 is closer to the traditional view 
that the seating capacity of the fifth-century theatre was nearly the 
same as that of the later fourth-century Lykurgan theatre (influen- 
tially pegged by Pickard-Cambridge at 14,000 to 17,000 (1946: 141)). 
But for the capacity of the fifth-century theatron the evidence is very 
much in favour of the more modest estimates of Dawson, Korres, 
and Goette. We should probably think of audiences numbering 
somewhere between 4,000 and 7,000. 


98 The Men Who Built the Theatres 


The reduced estimates are in line with archaeological evidence 
unavailable to the scholars, like Pickard-Cambridge (1946) and 
Dinsmoor (1951), who have shaped our traditional view of the archi- 
tectural history of the theatre of Dionysos. They thought that the 
earliest stone theatre could be dated back to the time of Perikles. 
Many still adhere to this view, but the theory must be abandoned. In 
his Appendix to this chapter Hans Goette provides plans and a fuller 
description of the archaeological evidence for the theatron of the 
fifth-century theatre of Dionysos. The reader will find this a valuable 
supplement to the following summary. 

Excavations during the 1960s in the sanctuary of Dionysos 
provided clear stratigraphical evidence that the foundations of the 
earliest stone theatre cannot be dated before the mid-fourth 
century.'° The fifth-century theatron was therefore built almost 
entirely of wood. This inference is confirmed by Old Comedy where 
Aristophanes (Thesmophoriazousai 395, cf. scholiast ad loc.) and 
Cratinus (PCG F 360) both refer to the audience sitting upon 
ikria. This term is used only of wooden constructions. Moreover, 
Pollux (4.122) preserves, probably also from Old Comedy, the word 
pternokopein, ‘heel-banging’, which is one of the many means the 
Athenian audience employed to show displeasure at a performance. 
Heel-banging is doubtless what Cratinus refers to when he calls 
‘the noise of the wooden benches’ the ‘mother’ of the audience 
(PCG F 360). No one with heels of flesh and bone will believe with 
Leyerle that pternokopein refers to an “ominous noise made by 
heels drumming against the backs of the stone seats’ (2001: 36, my 
emphasis). 

Archaeological evidence also shows that the fifth-century theatron 
was much smaller than its Lykurgan successor. Doerpfeld’s excav- 
ations uncovered an ‘ancient road’ (Appendix Fig. 1.9) running in 
a straight line on the south slope of the Athenian acropolis about 
ten metres to the south of the Lykurgan Peripatos (along the axis of 
the theatre). This is clearly the extension of the road that later curved 


'© Kalligas (1963); Travlos (1971). I am told that reports of recent excavations 
in the theatre, to be published soon in Arkhaiologikon Deltion, may provide con- 
firmation of a mid-fourth-century date for the earliest stone theatron in Athens. 
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northward to form the Lykurgan Peripatos (running through the 
Lykurgan theatre from Appendix Fig. 1.13). South of this ancient 
road Doerpfeld uncovered wells and the walls of fifth-century Bc 
houses.” Still further south a rock cutting (Appendix Fig. 1.7) seems 
to mark the northern boundary of the fifth-century theatron also ina 
straight line. '* 

The only material remains of the fifth-century seating area are 
some ten blocks which formed a platform for the fifth-century pro- 
hedria. The distinctive raised bands (anathyrosis) at the ends of these 
blocks indicate that they are designed to abut one another to form a 
straight line.'? Thus, the Classical auditorium was constrained by 
a straight face on the south and a straight back in the north. When 
this evidence is combined with comparative evidence from other 
fifth- and early fourth-century theatres, all of which are trapezoidal 
or rectilinear, the case for a trapezoidal theatron for the fifth-century 
theatre of Dionysos seems conclusive.” Thus the fifth-century 
theatron had a much smaller seating capacity than its Lykurgan suc- 
cessor, not only because of its smaller extent, but also because of its 
rectilinearity. 

The extent and construction of the fifth-century theatre of 
Dionysos allowed for audiences that were larger but not vastly larger 
than some of the deme theatres. The Athenian theatron may have had 
no more than about twice the capacity of the remote deme theatre of 
Thorikos, for example, for which the latest capacity estimate is 3,200, 


See further Dérpfeld and Reisch (1896) 30-1, and fig. 7; Goette (1995a) 28-9. 
The value of this evidence is limited, or obscured, by the judgement of Schneider that 
the pottery associated with the walls dated no later than 450 Bc. None of the pottery 
fragments was published, and since knowledge of the chronology of Attic pottery was 
slim and dating techniques were primitive in 1889, we can only wait for clarification 
from further excavation in this area. Schneider’s excavation notebooks are avail- 
able in the archive of the Deutsches Archadologisches Institut in Athens. Recent 
excavations in the area of the theatron and Peripatos should yield much more precise 
and reliable stratigraphic information. 

'8 The connection of this cutting with the Lykurgan diazoma has been disproved 
by Korres (1980). 

'9 See esp. PohImann (1981). 

*° On Classical rectilinear theatres, see most recently: Goette (1995a); Moretti 
(1999-2000); Junker (2004). 
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or Trakhones, where estimates run as high as 3,750.7! Though still 
large by contemporary standards, the theatre of Dionysos very likely 
had less capacity than the ekklesiasterion of Pnyx I and II.” At 4,000 
to 7,000 it could not have been much bigger than the theatre at 
Peiraieus which was sometimes used for assemblies of the Athenian 
demos (see further below). 

If Athens invented admission charges, it was surely in order to deal 
with the extraordinary cost and bother of providing seats in the 
theatre. The theatre festivals, with an annual periodicity and a setting 
in the heart of a large urban centre, had more regular and much 
larger audiences than those which frequented most other musical or 
athletic festivals. It was just the kind of regular maintenance work 
which the Athenian democracy liked to farm out to private entre- 
preneurs. The demes and even cities outside Attica imitated the 
success of the City Dionysia, building theatres, appointing choregoi, 
and holding contests for dithyramb, tragedy, and comedy. Some at 
least would appear to have imitated the city in selling the work to 
entrepreneurs. The city stood only to gain by selling the franchise 
and lost no trouble or expense; the entrepreneurs profited by selling 
seats. Everyone was happy, excepting only Athenian theatre-goers, 
who blamed the greed of the theatronai for high admission costs or 
the scarcity of seats. 


ENTRANCE FEES AND THE THEORIKON 


If this seems plausible, it is not quite the way that ancient authors 
explained admission fees. Several late authors mention the intro- 
duction of admission fees in general accounts of the origin of the 


*! For the seating capacity at Thorikos: Palyvou (2001) 56. For Trakhones 
(Euonymon): Lohmann (1998) 195 (2,600-3,750); Tzachou-Alexandri (1999) 421 
(‘2,500 spectators at least’). 

” There is controversy too over the capacity of the Pnyx. Recent opinions include: 
Hansen (1991) 130-1, who estimates that Pnyx I held 6,000 participants, Pnyx II 
(after 403) held an estimated 6,500 to 8,000; Camp (2001) 46-7, who estimates that 
Pnyx I held 8,000 to 13,000. 
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festival dole, theorikon, in Athens.” They all agree that the root cause 
of the introduction of the theorikon was fierce competition for seats 
in the theatre of Dionysos. Two of the sources, Libanius and the 
scholiast to Lucian, add, apparently by way of explanation, that the 
theatre was not yet of stone. Unfortunately they make no effort to 
show how this could possibly exacerbate the competition for seats, 
and we may suspect that they have garbled their model. Four sources 
maintain that this competition led to physical violence in the 
theatron (Ulpian, » Lucian, Libanius, Photius s.v. theorika); the 
fifth (Etymologicum Genuinum) mentions the violence but without 
connecting it with the competition for seats. There is disagreement 
about whether the fighting was predominantly between rich and 
poor (2 Lucian), citizen and foreigner (Photius s.v. theorikon kai 
theorike , Etymologicum Genuinum), or both (Ulpian). From here two 
authors move directly into an explanation of the theorikon: it was 
decided to provide money for all so that the rich (Ulpian), or the 
foreigners (Photius s.v. theorikon kai theorike), would not have 
the advantage in buying up the seats. But four sources have a 
more complex explanation: to stop the violence in the theatre the 
Athenians decided to charge admission (2 Lucian, Libanius, Photius 
s.v. theorika, Etymologicum Genuinum).”* The remedy then led to 
renewed conflict. The rich regularly bought up all the seats, so 
the theorikon was created to remedy the remedy (Harpocration, 
Lucian, Libanius, Photius s.v. theorika). As a group, these sources 
offer nothing but confusion, non-sequiturs, and mutual contradic- 
tion. In particular, they do not explain how a theatre in wood is more 
conducive to violent confrontation than a stone theatre (was it 
because of its more restricted size?). And they do not explain how 
introducing entrance fees is any kind of solution to the competition 
for seats. 


* Harp. s.v. Oewpicd (includes Philoch. FGrH F33); Ulp. on Dem. Olynthiac 1.1 
(Dilts); 5 Aeschin. 3.24; Y Lucian Tim. 49; Lib. Hypothesis to Dem. Olynthiac 1; Phot. 
s.v. theorikon kai theorike (Theodoridis); Phot. s.v. theorika 1 (Theodoridis); Et. Gen. 
s.v. theorikon argyrion (Sylburg). 

** Tt is not easy to see how charging admission stops violence. Only » Lucian 
offers further explanation by stating that the seats were then sold in advance and 
somehow reserved. But this might only remove the rioting from the theatron to the 
box office. 


102 The Men Who Built the Theatres 


However Ulpian’s version, probably the earliest of the group, 
shares none of this illogic. Unlike the other sources Ulpian does not 
make entrance fees the solution to civil strife, but its cause. He 
assumes the existence of entrance fees to begin with, and he explains 
their existence by the fact that the theatre was constructed of wood 
(Ulpian on Dem. Olynthiac 1.1 (Dilts)): 


> , , ” \ oe " ” oy 
emenonmEep xXphwata €xovtTes o7Tpatiwtika ot ‘APnvaior evayxos avra 
, poe , > - ag ee eee 
merronKkact Dewpixd. WoTe AapBavew ev TH Oewpeiv ExacTov TaV ev TH 
, , 5 oo \ og , > 297 , \ ) 
more d0o0 d6Bodovs, tva Tov pev Eva KaTaoxy «is idiav Tpodyy, Tov dé 
” , ” B35 , - , soy Ng , 
GAXov trapéxew exwou TH apyxitéxtove Tod Oedtpov (otdé yap elyov TéTE 
, Vy , > Le \ , 2 \ 
Oarpov dia Aiwv Kateckevacpevor) ... toréov dé 67 TA ypHpata Tatra Ta 
, ,o, de > me - > oy , > \ 
Snudoa Jewpixa éroinoev &€ apyns 6 IlepuxAjs 61’ aitiav rowadrnv: érre.d7) 
- , \ , vox oy Ves \ mi 
TOMY Dewnevwy Kal oractaldvtwy bia TOV TéTOV Kal E€vav Kal TOAITAY, 
\ \ s , > , \ , , ay 
Kat Aourov TaV TAoVGiwy ayopaldévTwy Tovs TézoUs, BovAdpevos apécat 
~ 97 ere , ” , Cae ae ny, eer , 
T@ Onuw kat Tois wévyow, iva éxwou kal avrol 7d60ev wveicbat Téz0vs, 
q \ , , ee, , és a A ae 
eypae TA mpocodevdpeva xpnuata TH T6AE yevécbar maou DewpiKa Tots 


moAXiTaus. 


When the Athenians got hold of military money they immediately turned 
it into festival money, so that each citizen received two obols for the 
festival, one to provide himself with food, the other to have something to 
give to the arkhitekton (they did this because they did not have a theatre 
built in stone in those days) ... It is important to know that Perikles 
originally made this public money festival money for the following rea- 
son. When there were many wishing to get into the theatre and there was 
fierce competition for places both among citizens and foreigners, and 
then when the rich bought up all the seats, Perikles wanted to please the 
people and the poor and decreed that the city’s income be turned into 
festival money for all citizens so that they could have the means to buy 
seats. 


Arguably Ulpian preserves the least garbled version of the account 
that lies behind this group. According to his source, from the time of 
Perikles, at latest, the admission fee went to pay the theatre manager, 
and this had something to do with the wooden construction of the 
theatre. The implication that the theatre manager was called the 


>> The same logic may lie behind Phot. s.v. theorikon kai theorike, but if so it is 
contradicted by Phot. s.v. theorika 1. 
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arkhitekton in the time of Perikles is an anachronism, as we will see, 
and most historians doubt the existence of a theorikon before the 
latter half of the fourth century. Plutarch also ascribes the theorikon 
to Perikles, and a common source, perhaps as early as the fourth 
century, is assumed for Plutarch and the later commentators: 
Theopompos and Philochorus have been named.”° 

I do not mean to imply that Ulpian’s account of the theorikon, just 
because it is not illogical, or just because it does not completely 
garble a fourth-century Bc author, is therefore somehow true. 
What interests me here, and what seems to me consistent with a late 
Classical/early Hellenistic source, is the logical association of 
entrance fees and wooden theatra. 


WOODEN THEATRES 


The emphasis placed in the Peiraieus lease upon the provision 
of wooden benches (rather than, say, a general provision for the 
maintenance of the theatre) suggests that something more than 
the mere maintenance of pre-existing structures is involved. Just how 
often was the theatron rebuilt? 

It does not seem to have been the practice in antiquity to leave 
wooden seating in place very long before or after use. Epigraphy 
offers few references to the rebuilding of wooden theatra, but that is 
in itself interesting. The building accounts which might preserve 
such information refer only to expenditures from the public purse 
and the only theatres involved are those being built or rebuilt in 
stone. What the building accounts of various Greek cities do provide 
is a number of references to the erection of stands of wooden seats in 
stadia and lawcourts. 

In Delos, for example, we have records of the payment of those 
who brought the wooden benches (bathra) into the stadium (and 
presumably installed them): this happened at least twice over a 


°° Meinhardt (1957) 38 (Philochorus); Wade-Gery (1958) 237 (Theopompos); 
Connor (1968) 111-16 (Theopompus). Cf. Stadter (1989) 116. 
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five-year period in the mid-third century Bc.” The context makes it 
clear that the installation was preparatory to the annual games (the 
Apollonia). A few years later the Amphictyonic accounts for the 
preparation of the Pythian games record a payment for the placing 
of wooden stands for the spectators (bathrosis) in the stadium at 
Delphi.” The same inscription may also refer to the bathrosis of the 
theatre, although the line is heavily restored.” 

It is perhaps easier to see why the seating at stadia should be 
erected and dismantled on each occasion. Games are frequently 
biennial, or quadrennial, and large tracts of land, especially in 
remoter sanctuary locations, could be put to good use in the mean- 
time: inscriptions show that the hippodrome in Delos, the stadium 
in Libadia, and even the Panathenaic stadium in Athens were leased 
for pasturage once the games were over.*” The same logic would 
govern the set up and removal of bleachers for viewing processions: 
we have literary evidence from Athens for the erection of bleachers 
for the Panathenaia from the second century Bc, and architectural 
evidence, in the form of postholes, for their regular periodic use as 
early as the fifth century Bc.*' The stands were placed in the middle 


*” IG XI 2, 274 (Delos c. 255 Bc) 1. 24, with correction and supplement by Tréheux 
(1984) 334 n. 33: rots ra BaOlpa evetyxac: - - ‘(paid) to those who carried in the 
bathra’; IG XI 2, 287 A (Delos 250 Bc) |. 81: Kai épydrais éSwAcdcacw + ‘and to 
the workers who assembled the hedolia one drachma’; and 1. 32: Ba@pa évéyxaoill 
‘to those who brought in the bathra two obols’. On bathra see above, p. 95 and 
n. 13. 


*8 CID II 139 (Delphi 247/6? sc), Il. 29-30: rav BdOpwow év tau] rvOuKcdu 
aradion Nixa, 76das [: 11: ], orarHpwv : E: ‘for assembling the bathra in the Pythian 
Stadium x feet by x feet, Nikon (received) six staters’. 

°° CID II 139 (Delphi 247/6? Bc) 1. 27: ray BaOpwow [700] Oea[tpov trod 
mv]Ox0t MeAooliwy] : JAFLSLX ‘for assembling the bathra of the Pythian 
Theatre (?), Melission (received) twenty-eight staters’. The koilon of the theatre seems 
not to have been built in stone until the second century Bc. 

°° Delos: IG XI 2, 104-11 A, 16-17; IG XI 2, 104-19 A, 11; IG XI 2, 104-26 A, 9; IG 
XI 2, 149, 2; IG XI 2, 152 B, 6; IG X12, 158 A, 11; IG XI 2, 161 A, 11; IG XI 2, 162 A, 9; 
IG XI 2, 199 A, 5-6; IG XI 2, 287 A, 32; IG XI 2, 352, 12; IG XI 2, 1417 B Il, 114; 
Homolle (1890) 390, 427; Hellmann (1992) 176. Libadia: Vollgraff (1901) 372. 
Athens: IG II’ 1035, 50. 

*! Ath. 4.167F (Hegesander): rots 8€ ITavabynvatois immapxyos @v ixpov 
€ornoev mpos Tots ;Epyais “Apiotraydpar prerewpdotepov trav Epyay ‘when 
Hipparch he erected a bleacher for Aristagora by the herms which was higher 
than the herms’. Cf. Poll. 7.125 s.v. ikriopoioi: ixptotrovot 8 elatv of myyvovres 
Ta mept TH ayopav ixpia ‘bleacher-makers are those who emplace the bleachers 
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of the agora and would have to be removed immediately after the 
festival so as not to hinder normal activity.** More remarkable 
perhaps is to find the same ad hoc set-up and removal operation in 
the case of lawcourts, which met much more frequently. But we have 
evidence for this at Delos. One inscription uses the verb hedoliazo 
(the same verb used in the Peiraieus lease).** Another, if correctly 
restored, records payment for workers who bring in and remove 200 
wooden benches from the lawcourts.** Roland Martin even argues 
that it was normal to construct and dismantle the benches for each 
meeting of the court of the Heliaia in Athens (1951: 325-7; 1957: 81). 

The very terms employed for installing wooden seats seem to con- 
note temporary structures. If the term ikria can be applied to such 
very different structures as the bleachers set up on the flat plane of 
the agora and the benches laid upon the rising ground of the theatre 
of Dionysos, it is probably because it connotes primarily any 
benchwork which is wooden and temporary. According to Martin 
(1957: 76): ‘le terme designe tout echafaudage, tribune, etc., de 
caractére temporaire élevé pour les assemblées, les fétes, etc.’ The 
impermanence of the construction is also indicated by the vocabu- 
lary used in describing the way ikria or hedolia are put together: 
usually words like déw, decpueda, (cvv)ajyvups, the seats, or 
often explicitly ‘the planks’, are ‘affixed’, ‘emplaced’ or ‘assembled’; 


around the agora’. Postholes for the erection of bleachers have been found on 
the Panathenaic way: see Camp (1986) 45-6. These bleachers are not to be connected 
in any way with the alleged theatre in the agora: see the important discussion by 
Scullion (1994) 52-66. 


» Cf. Plaut. Curc. 643-7: as a child Planesium was taken to see the Dionysia and 
lost in the confusion that followed when the stands (spectacula) collapsed. This does 
not refer to the Epidaurian theatre, since drama there formed part of the Asklepieia 
(and besides the sanctuary theatron was built into the hillside and of stone). The 
reference must be to stands built for spectators along the route followed by the pompe 
(cf. Plaut. Cist. 90). 

* IG XI 2, 287 A, 1. 81, cited above, n. 27. 

** IG XI 2 no. 145 (Delos 302 Bc ) ll. 37-8 with addenda, cf. Tréheux (1984) 334 
n. 33: [épydras BéOpa d]| [7] Fv 7a dixaorhpia rais fepais ypadais diaxdo[sa] 
Katevéykao[t] Kal dmevéyeac. ++ ‘and two drachmas to the workers bring- 
ing in and taking out two hundred bathra when the courts met at the ?sacred 
sessions’. 

* Cf. the theatron ‘cobbled together’ (?xpudcas) for a beast hunt by Caesar in 
Dio Cassius 43.22.2. 
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the ancient lexica describe hedolia as ‘planks of wood put together in 
some place in a simple fashion’.*° Moreover the building accounts 
often do not itemise the expense as a ‘construction of benches’, 
so much as a mere expenditure on the labour of ‘bringing in’ or 
“carrying out’ wood. 

The evidence for the transitory nature of the Classical theatron sits 
well with the evidence for the rectilinear shape of the orchestra and 
theatron which we find in the older deme theatres of Attica.” The 
effort and expense of shaping a wooden theatron to fit a circular plan 
would hardly be worthwhile if the theatron were only being put up 
for a few days or a single festival season, especially when the decisions 
were being made by an entrepreneur who was mainly interested in 
maximising his profits. Not aesthetics, let alone Wiles’ imputed 
rationalistic or antitheocentric values (1997: 23-62), but simple 
practical economics, reine Zweckhaftigkeit (Junker 2004: 28), dictated 
the rectilinear plan of all fifth- and early fourth-century theatres for 
which we have sufficient evidence. Aesthetic considerations take over 
once theatra are built of stone and with money directly dispensed 
from state coffers. We know of no circular theatres until the stone 
theatres of Lykurgos at Athens, Epidaurus, and Megalopolis. 

The temporary character of the seating would also explain why 
the evidence shows the Athenian assembly meeting so rarely in the 
theatre of Dionysos. The fact is especially odd if one accepts the more 


6 $m: Hsch. s.v. map atyetpouv Oéa. decpedw: Suid. s.v. ixpia: & Ar. Th.395. 
(cup)mjyvupu: Poll. 7.125; Lib. Hypothesis to Dem. Olynthiac 1; Hsch. s.v. atyeipov- 
0a. The ancient lexica are cited above, n. 10. Cf. Martin (1957) 75-6. 

*” The theatres in question are Ikarion, Thorikos (see further below), Rhamnous, 
?Peiraieus (Goette 1995a: 43 n. 32 finds the scant remains, mainly the drainage canal, 
reported by the nineteenth-century excavations, at least consistent with a rectangular 
orchestra), Trakhones, Oropos (Goette 1995a: 253-60 argues that it is mid-fourth 
century; Tzachou-Alexandri 1999: 421 would include it in the fifth century), 
Syracuse, Argos, Isthmia, Chaeroneia, Morgantina, ?Tegea, ?Phlious, ?Cyrene, 
Metapontum. The shape of most of these theatres is known from the prohedria which 
was of stone or had foundations in stone. Some early theatres, however, retained the 
rectangular form of the theatron and orchestra, despite the fact that the entire theatron 
was in stone, or substantially built of stone: Thorikos, for example, which has a 
theatron with nineteen stone seats dating to the early fifth century sc. In general, see 
most recently (with further literature) Moretti (2001) 121-36; Junker 2004. Calydon 
may also have had a rectilinear theatre: we await the publication of recent 
excavations. 
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traditional figures for seating capacity, by which the ekklesiasterion 
on the Pnyx had less space and probably no seating apart from the 
‘first benches’.** Yet, the only meetings of the assembly which were 
held in the theatre took place each year immediately after the 
Dionysia, and only, it appears, for the express purpose of reviewing 
the festival.” The infrequency of such gatherings is consistent with 
one or both of our earlier conclusions: namely that the capacity of 
the theatre of Dionysos was in fact smaller than or equal to the 
ekklesiasterion of the Pnyx and that seating was only available in the 
theatre during the festival season. Once the theatre was built in stone, 
it was regularly used in preference to the Pnyx.*” The temporary 
convenience of available seating may also explain the pattern for 
assemblies in Peiraieus. Down to 188 sc all epigraphically attested 
assemblies held in the Peiraieus theatre in the third and second 
centuries Bc took place during one of the three winter months, 
Poseideon, Gamelion, or Elaphebolion. Thereafter the assembly met 
frequently at any time of year. The building of the stone theatre at 
Zea is usually dated broadly to the mid-second century Bc, but on 
this evidence, might be more narrowly dated to about 185 Bc.” 


*8 See e.g. Hansen and Fischer-Hansen (1994) 53. 

* D. 21.8-10, 206; Aeschin. Emb. 61, Ktes. 52; IG Il’ 140.4 (353/2 Bc), 223 (343/2 
BC); Pickard-Cambridge (1968 (1988) ) 68—70; Kourouniotis and Thompson (1932) 
136-8; Kolb (1981) 93; Hansen and Fischer-Hansen (1994) 44-5. There was also a 
display of the ephebes in the theatre in Boedromion attested by Arist. Ath. Pol. 42.4, 
but this may refer to the time of the stone theatre; so also the assembly in late 
Anthesterion 331/0 Bc reported by IG II’ 350. The assembly of the deme of 
Myrrhinous after the rural Dionysia also met in the theatre to discuss the festival 
(xpnparilew epi Atovvciwv, IG II’ 1183, 36). 

“© Moretti (2001) 118; Kolb (1981) 94-5, with some adjustments by Hansen and 
Fischer-Hansen (1994) 44 n. 82. The formula for meetings of the assembly which 
follow the Dionysia (é«xAnoia év Avovdcov) is consistently distinguished from the 
formula for other meetings (éxxAnoia év tH Oedtpw). Kolb claims that the latter 
appears in inscriptions first in 319/18 “als die vollstandig aus Steinsitzen konstruierte 
Cavea des lykurgischen Dionysostheaters fertiggestellt war’, and then regularly after 
the beginning of the third century (Kolb 1981: 95). 

‘| Meetings in Peiraieus to 188/7 Bc: IG II’ 785 (Poseideon 239/8 Bc); IG II’ 849 
(Gamelion c. 206/5 Bc); IG II’ 850 (Elaphebolion c. 200 Bc); Agora 15.165 
(?Poseideon c. 197/6 Bc); SEG 25, 112 (Elaphebolion 196/5 Bc); IGII’ 890 (Posedeion 
188/7 Bc). After 184/3: Hesperia 40 (1971) no. 9 (Hekatombaion 184/3 Bc); SEG 
16, 89 (Metageitnion 175/4 Bc); SEG 16, 91 (Metageitnion 173/2 Bc); SEG 16, 94 
(Maimakterion 173/2-168/7 Bc, cf. SEG 21, 452); IG IP? 910 (Gamelion 169/8 Bc); 
Hesperia 5 (1936) no. 17 (Skirophorion 169-165 Bc); IG II’ 946 (Elaphebolion 166/5 
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Why theatra were reassembled for each festival or season of usage 
can only be a matter for speculation. The effect of spring rains and 
the summer sun on exposed and untreated wood may have been a 
primary concern. Anyone who has made the mistake of leaving 
furniture out on the balcony on a hot summer day in Athens will be 
able to estimate the potential for damage. Another possible reason is 
theft or vandalism. Long planks were a valuable resource. More per- 
tinent, however, is the desire, especially on the part of entrepreneurs, 
to keep the wood in circulation. The texts just discussed may help 
form some impression of how frequently public seating needed to be 
transported and reassembled for festivals and public assemblies of all 
sorts. There seems little possibility that the planks were simply put 
into storage for safe-keeping until the next Dionysia. 


THE ARKHITEKTON 


It is time now to consider the third term in our trinity, the 
arkhitekton. The arkhitektones we meet in Greek inscriptions often 
seem to have little in common with what we would call ‘architects’.”” 
Arkhitekton might most often better be translated as ‘general con- 
tractor’. But remoter still from what we consider architects are the 
official arkhitektones, who appear as salaried officials in various 
Greek states, beginning in the mid to late fourth centuries Bc, and 
who work together with boards of epistatai or epimeletai. This figure 
more often functions as a combination of Chairman of the Public 
Works Dept. and Building Inspector. Not coincidentally, perhaps, the 
official arkhitekton is best attested in places like Athens, Delphi, and 
Delos during periods of major civic construction in the fourth 
and third centuries Bc: at Athens from a little before the time of 


BC); SEG 16, 96 (Gamelion 164/3 Bc); SEG 16, 95 (Elaphebolion 164/3 Bc); SEG 34, 
95 (Boedromion 161/0 Bc); SEG 16, 96 (?Gamelion c. 158 Bc); IG II’ 971 (Skiro- 
phorion 140/39 Bc); I.Delos 1505 (Thargelion 150/49 Bc); IG II’ 974 (Gamelion 
137/6 Bc); IGIP 977 (month unknown, 131/0 Bc); IG IP 978 (Anthesteria, c. 130 Bc); 
SEG 21, 468 (month unknown, c. 130 Bc). The exception is D. 19.60 which shows 
the assembly meeting in Peiraieus to discuss naval matters in summertime (27th 
Skirophorion, 347/6 Bc). 


* See most recently Svenson-Evers (1996) 505-9. 
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Lykurgos, at Delphi during the time of the reconstruction of the 
temple of Apollo, and at Delos during the great boom in public 
building in the period of independence from 314 to 240 sc.” The 
Delian inscriptions also seem to show that the official arkhitekton 
was, as we would expect, recruited from the ranks of professional 
builders, since some of them appear to have state contracts before 
and possibly even while they are in office.” 

At Athens the first epigraphic attestation of arkhitektones salaried 
by the state is in an inscription of 337/6 Bc.” The Athenaion Politeia 
indicates that the official arkhitektones were elected by the popular 
assembly, probably from the beginning, since elected arkhitektones 
are mentioned in inscriptions from as early as 333/2 Bc.*° An 
Athenian inscription mentions official arkhitektones in the plural 
(IG II’ 244), and different offices are known. One of the arkhitektones 
specialised in the upkeep of sanctuaries and related buildings. 
We have direct evidence of the dpyitéxtwv 6 emi 7a lepa 
xetpotovovpevos ‘the arkhitekton elected to look after sanctuaries’ 
from 270/69 sc.” His colleagues were the dpyitéxtoves of emt rds 
vats (xetpotovotpevor) ‘the arkhitektones elected to look after the 
ships’ (Ath. Pol. 46.1). We see an arkhitekton elected possibly on an 
ad hoc basis to take charge of a large construction project at Eleusis 
in 333/2 Bc: he is explicitly called 6 xeyetpotovnuévos én tov 
oixodoniav ‘(the arkhitekton) elected to look after the construction’ 
(IG I’ 1673 with Clinton 1971: 100-1). 

The earliest full reference to the arkhitekton elected to look after 
sanctuaries is the Athenian decree honouring Kallias of Sphettos, 


*® Delphi: see esp. Burford (1969); Jacquemin (1990). Delos: see esp. Lacroix 
(1914). For literature on the Athenian arkhitekton, see below. 

* Lacroix (1914) 304; Burford (1969) 139; sceptical, Svenson-Evers (1996) 510. 

* IG IP 244 (337/6) where ‘the arkhitektones salaried by the city’, rods 
dpxitéxtovas Tovs mapa THs TdAews pucbodopotvtas, appears twice (with 
supplements). 

“° Arist. Ath. Pol. 46.1; IG I 1673 + SEG 32, 167 + SEG 34, 122, Il. 59-60 (see 
below). cf. IG 11463 (307/6 Bc) dpxeréxt]ova tov Keyxerpo[t]ovnpevoly] tm[d 
70] 6 8[jp0v] ‘the arkhitekton elected by the people’; SEG 28, 60.98 (270/69 Bc); SEG 
37, 89 (third century Bc?), IG II’ 900.12 (185/4 Bc); SEG 32, 129.9-10 (c. 185 Bc). 
At Delphi the arkhitektones were appointed by the assembly or council, and by the 
hieropes at Delos: Jacquemin (1990) 85. 

“7 SEG 28, 60.98, cf. SEG 27, 89 (third century Bc?), and the second century 
inscriptions IG II’ 839.29, IG II’ 840.13, 21, IG II’ 841.14, IGIT’ 842.2; SEG 34, 95.6. 
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dated 270/69 Bc. Here the arkhitekton is instructed to provide Kallias 
with prohedria in all the contests sponsored by the city (SEG 28, 60, 
Il. 96-9): 


etvat d- 
\ \ y > a > ov a > a e € 4 - 
€ Kal Tpocdplav adtav év amacw Tois dyMow ols H 76Ats T[C]- 
ee 33 , Vel BNA cee , 
Onow Kal Tov dpxitéKTova TOV emt TA lepa YeLpo<to>votper[o]- 


, ee , 
v KaT<a>veuew avTau THY TpoEdpiav. 


May he have prohedria in all of the contests which the city sponsors and may 
the arkhitekton elected to look after sanctuaries assign him prohedria. 


The formula for providing seats or prohedria for persons honoured 
by the Athenians is a familiar one, though in other decrees it is 
attached to ‘the arkhitektow simpliciter, without specifying ‘elected to 
look after sanctuaries’. I assume it is the same office. We have eleven 
Athenian inscriptions, dating from 331-324 to 185/4 Bc, which name 
the arkhitekton in a formulaic clause granting perpetual prohedria 
or one-off occasional theatre seats:** The formula normally reads 
A+B or B+C as follows: 


A elvar dé / dapyew + kal mpoedpiav év amaow Tos 
+ dat. pronoun ayaow (obs 
CLG / 
4 OAs TiOnow! 
av Tec) 
B_rov dpyitéxtova + xatavéuew + dat. + Ty 
pronoun mpoedpiav | (ri) 


Oégav | tov TéT0v 
C ets ra Atovicra vel sim. 


As Demosthenes (18.28.5) and Aeschines (2.55) use the same for- 
mula in relation to a decree of 346 Bc, we can conclude that this is 
our earliest evidence for the arkhitekton to look after sanctuaries. As 


‘8 Hesperia 43.322-3, ll. 27-30 (B+C, 331-324 Bc); IG IP 456 fr. b, 31-2 (B+C, 
307/6 Bc); IGII’ 466 fr. b, 52-3 (B+C, 307/6 Bc); IGIL’ 567 fr. b, 22-3 (B+C, fin s IV a; 
SEG 21, 343.3—5 (A+B, ex s IV a); IG I? 500, 23-4 (A+B, 302/1 Bc); IG 512 (= SEG 
31, 83), 6-8 (A+B, c. 300 Bc); SEG 14, 65. 41-3 (A+B, 271/0 Bc); IG IP 792, 7-9 
(A+B, c. 230 Bc); SEG 32, 129. 9-10 (A+B, c. 185 Bc); IG II? 900, frs. 1-b, 11-13 (A+B, 
185/4 Bc). Note that the formula B+C is replaced by A+B sometime between 307/6 
and 302/1. General discussion in Henry (1983) 291-4. 
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the name implies, this arkhitekton had duties in connection with all 
or most of the sanctuaries in the city, not just the theatre. Inscrip- 
tions show him taking care of the shrine of the Hero Doctor, 
probably the shrine of Kodros, Neleus, and Basile, and possibly the 
shrine of Aphrodite Hegemone or Aphrodite Ourania.” Despite a 
long-standing scholarly tradition, then, the arkhitekton, as an elected 
and salaried public official, with duties extending beyond the theatre, 
to the maintenance of all Athenian sanctuaries, is far from being just 
another name for a theatre lessee. 

Nonetheless there are some similarities in function between the 
arkhitekton and the theatrones. The arkhitektones mentioned by these 
decrees have a special connection with the theatre and are clearly 
in charge of the distribution of seats. Just as the theatre lessees at 
Peiraieus are responsible for giving free admission and prohedria 
to those to whom it was granted by the demesmen of Peiraieus, 
so in the Athenian theatre by the mid-fourth century sc it is the 
arkhitekton. Perhaps the arkhitekton was now also required to see to 
the collection of the two obols which Demosthenes mentions as the 
cost of an ordinary seat in the theatre. If so, Ulpian’s claim that the 
cost of theatre tickets went to the arkhitekton is correct but anachro- 
nistic, insofar as it is ascribed to the time of Perikles, and misleading 
(some of the other sources on the theorikon correctly state that the 
ticket money went ‘to the polis’). The money is certainly no part of 
the arkhitekton’s personal remuneration, as has sometimes been 
supposed.” Official arkhitektones have a relatively modest salary of 
one to two drachmas per day, as we know from inscriptions from 
Athens, Delphi, and Delos.”' It would be absurd to think that, for 
this particular job, Athens threw in, as some sort of perk, an annual 
bonus of several talents. 

So then what became of the theatron-seller of the theatre of 
Dionysos once the theatron was built in stone and no longer needed 


® IG IP 839, 29-30 (221/0 Bc); IG IP 840, 13, 22-3 (late third century Bc); SEG 
19, 78 (239/8 Bc); SEG 34, 95.7 (161/0 Bc); Cf. IGIP 841, 14-15 (early second century 
Bc); IG IP’ 842, 2 (mid-second century Bc). See also Shear (1978) 58; Rhodes (1972) 
95-6, 126. 

°° E.g. Kahrstedt (1969 (1937) ) 312. Cf. Buchanan (1962) 86-7. 

°! Lacroix 1914 (303-9); Burford (1969)140—1; Jacquemin (1990) 85; Svenson- 
Evers (1996) 503-4. 
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to be assembled and dismantled for each festival season? As men- 
tioned earlier, the literary and architectural evidence both indicate 
that the theatre of Dionysos—and for our purposes in particular 
its theatron—was built of wood until the construction of the theatre 
called ‘Lykurgan’. But the Lykurgan theatre is in part earlier than this 
name implies, since it had been under construction for some time 
before Lykurgos. Of this the theatron was perhaps the first part to be 
completed. A pre-Lykurgan drainage canal contains reused blocks 
from the platform of the late fifth-century prohedria.” Also the base 
of a statue of Astydamas was built into the west analemma of the 
so-called Lykurgan theatron, and this fact perhaps suggests a date of 
completion, at latest, around 340 Bc. We can therefore date the 
beginning of the construction of the stone theatron in Athens to 
several years before 340 Bc, indeed about the time, 348 Bc, that the 
arkhitekton first appears distributing seats in the theatre. 

I suggest that the need for leasing the theatre disappeared with the 
building of a permanent theatron.™ At this point the arkhitekton took 
direct charge of the maintenance of the theatre. If we can compare 
the situation at Delos and Epidauros we find plenty of epigraphic 
evidence to show that the contracts for the construction and main- 
tenance of the stone theatres, and in particular the stone theatra, 
were tendered and paid directly by the hieropoioi or epimeletai upon 
approval by the official arkhitekton.” There was no need for theatre 
lessees or any other sort of middleman. Inscriptions are particularly 
informative about work on the stone theatron in Delos, which was 
underway by 305 sc.*° Several of the accounts of the hieropoioi 


* See Appendix 116-118; Goette (1995a) 25-6. 

°? Goette (1995a) 30. There are further indications that the theatron was com- 
pleted around 330 sc before the beginning of building on the Panathenaic stadium. 
See the inscription published by Heisserer and Moysey (1986) and also IG II’ 351, 
16-18 (IG IP 351 + 624 = Syll.? 288 = Tod II, no. 198), date of c. 330/29, which 
mentions provision of oxen for construction of the Panathenaic theatron. For the 
connection between the building of the Panathenaic stadium and the work on the 
theatre see Lauter and Lauter (1988) and, following them, Goette (1995a) 46 n. 81 
and (1999) 25. On this inscription see most recently Dillery (2002). 

** The reference to the theatronai in Theophrastos’ Characters 30.6 is not evidence 
for the survival of leasing arrangements in the main Athenian theatre. See above, 
p. 96. 

°° See esp. Delos: IG II’ XI 2, 150A, 10-13 (297 Bc), with Vallois (1944) 231-2. 

°° Vallois (1944) 231-2. 


Eric Csapo 113 


record payments made, at the bidding of the epimeletai and the 
arkhitekton, to individuals who laboured on various parts of the 
theatron.’ We have only one comparable account, from Epidauros. 
The accounts of the Epidaurian building commission for the theatre 
record payments for the laying of tiers of stone seats (krepidia), the 
construction of stone chairs (thokoi), probably intended for the pro- 
hedria, in addition to work done on the stagebuilding.”* As at Delos, 
the work at Epidauros regularly requires the oversight and specific 
approval of the official arkhitekton.” 


CONCLUSION 


In sum, we know of leasing arrangements only for theatres built of 
wood. The main benefit of the lease is, for the state, income from the 
theatre without the regular expense and trouble of laying benches in 
the theatron for each festival season. The benefit for the lessees was 
the right to collect admission charges, thereby recovering the cost of 
the lease and chalking up what probably amounted to a handsome 
profit.” This arrangement fits well with the layout of the theatron 


°” IG XI 2, 142, 27 (305 Bc); IG XI 2, 150 A, 10-13 (297 Bc), with Vallois (1944) 
231; IG XI 2, 163A, 24-6, (276 Bc); IG XI 2, 203A, 82-8, 95-7 (269 Bc); IG XI 2, 287A, 
92-3, 94-6, 120 (250 Bc). Cf. ID 291, b14.17, 30-1, c 16 + e15 (247 Bc), with Vallois 
(1944) 233 n. 5; L.Délos 290, 176-92 (246 Bc). 

58 Peek (1970-2) no. 19 (with Burford 1966: 296-300) A 8-9, 24-5, B 4-12, 
C 8-14 (Epidauros ?350 Bc). For the meaning of krepidia and thokoi cf. IG XI 2, 203 A 
95; Burford (1966) 299; Hellmann (1992) 149-50, 242-3. 

» Burford (1966) 297; Burford (1969) 138-45; Svenson-Evers (1996) 415-28. 

6° In the case of the Peiraieus lease, the cost of the lease is 3,000 drachmas to 
which 300 were added out of civic zeal. Behrend (1970) 88 n. 178 reckons the income 
as follows. The theatre will not have had a larger capacity than the ‘new theatre’ at 
Zea, therefore no more than 5,000. At two obols a head, 9,900 paying customers, so 
at least two days of performances, are required to cover the initial outlay. He assumes 
that the costs for construction and upkeep amount to many times the cost of the 
lease, so that the lessees need at least ten days of capacity audiences to make a profit. 
But the costs of assembling wooden benches in the inscriptions from Delos and 
Delphi (two obols, two drachmas, six staters, or in the case of an entire theatre, 
twenty-eight staters) indicate that construction costs to the lessees were probably 
nowhere near as high as Behrend imagines. We do not know how many days 
the Dionysia at Peiraieus lasted. In 127/6 Bc the ephebes who participated in the 
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which is rectilinear or trapezoidal in all early theatres. When theatres 
were built in stone, there was no need for such leasing arrangements 
and construction, maintenance, and repair now fell to the responsi- 
bility of the arkhitekton, or a commission advised by the arkhitekton. 

It is hardly surprising, under these conditions, that the leasing 
arrangements came to an end. The need to construct the theatron 
was eliminated by the permanent theatre. The stone architecture 
reduced maintenance costs to a minimum. It also provided the state 
with vastly greater income from seat sales in a theatre with double 
the capacity of its predecessor. The state therefore had nothing to 
lose and everything to gain in discontinuing the former leasing 
arrangement. Perhaps the financial wizard Lykurgos was no less 
interested in the income the theatre brought to the state coffers 
than in the architectural glorification of his city. For although the 
maintenance of the theatres passed from private to public hands, 
admission fees certainly continued, despite the loss of their original 
justification.” This contradiction perhaps added some stimulus for 
the introduction of the theorikon, which is only directly attested after 
343 Bc. In any case, the appearance of the arkhitekton in Athens by 
346 Bc should be taken as evidence that the building of the stone 
theatron was well underway. Demes such as Peiraieus and Akharnai, 
and many foreign cities, like those of Euboea, continued to make use 
of leasing arrangements for their theatres until the end of the fourth 


‘Introduction’ and sacrifice to Dionysos stayed for four days. There were at least three 
dithyrambic choruses ([Plu.] Moral. (Ten Orators) 842a) and tragedy and comedy 
(Law of Euegoros in D. 21.10). Assuming four days and admission paid upon each 
entry, one Dionysia would easily repay the lease (2 obols x 5,000 x 4 = 6,666 
drachmas, twice the cost of the lease). The lease may have been longer than one year 
or one festival season. Aristotle (Ath. Pol. 47.4) gives ten years as the norm in Athens 
for the leasing of a temenos. Behrend (1970) 116, cf. Rhodes (1981) 556-7, also 
mentions a twenty-year lease of a temenos (though this is 418/17 Bc and involves 
the planting of olive trees); ‘exceptional’ leases of thirty and forty years are also 
mentioned. The Euboean decree (above, pp. 95-6), however, implies that an annual 
lease was customary in the Euboean cities, and we must reckon with the possibility 
that other events in the theatre, closely following the Dionysia, might add to the 
lessee’s income. 


*! D, 18.28.5. It is also clear from the Samian decree honouring Polos: (SEG 1, 362 
= MDAI(A) 44, 16 no. 7, c. 306 Bc) that Samos charged admission to its theatre and 
freely disposed of its revenue. 
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century and probably until they rebuilt their theatres in stone.” 
Through the influence of comedy, however, the reputation of the 
theatre-lessees for greed survived as a literary topos even when 
wooden theatres were a rarity, and on the evidence of Nikarkhos’ 
poem, even into the first century ap. 


° The earliest mention of the arkhitekton in relation to Peiraieus is in 307/6 Bc. 
This is a decree of the Athenian assembly granting honours to the people of 
Kolophon. Among the many other honours, it includes in the last line a directive that 
‘the arkhitekton is to assign [the ambassadors of the Kolophonians] a seat at the 
Dionysia in Peiraieus’. This is clearly the Athenian ‘arkhitekton elected to look after 
sanctuaries’ and the Athenians are exercising their usual central control over the 
Peiraean Dionysia (Jones 2004: 134-5, 154). Contrast the wording of the Peiraean 
decree granting prohedria in IG I 1214, where there is no mention of the arkhi- 
tekton. The reason why the Athenians assign seats at the Peiraean Dionysia rather than 
the City festivals has to do, presumably, with the date of the ambassadors’ visit. The 
decree is dated to Maimakterion, the month before the Peiraieus Dionysia. It is 
interesting, however, that the Peiraieus lease makes no provision for seats assigned by 
Athenian officials. 
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An Archaeological Appendix 


Hans Rupprecht Goette 


The Classical theatre of Dionysos was almost completely built over by 
the new, greatly enlarged building that was finished during the time of 
Lykurgos, perhaps in 329 sc. Little evidence remains with which to 
reconstruct the Classical theatre; thus, the reconstruction presented here 
must be hypothetical. Future excavation in the area of the parodoi and the 
theatron (i.e. koilon) may produce a more detailed picture of the theatre of 
Dionysos of c. 400 Bc. 

The following archaeological evidence provides the basis for the archi- 
tectural reconstruction represented in Fig. 1: 


(1) Three short walls made of Acropolis limestone (“SM 1, 2, and 4’) were 
built north of the late Archaic temple of Dionysos on a higher level of the 
slope. One of these walls, which is curved (‘SM 1’), prompted Doerpfeld to 
reconstruct a circular orchestra already for the late Archaic/early Classical 
period. But, in fact, much evidence (see the following) makes it clear that the 
orchestra was not circular. As we shall see, the three short walls (‘SM 1, 2, 4’) 
should be connected to one continuous terrace wall (Fig. 1 nos. 1-3), which 
divided the level of the temple from that of the theatre. It served the same 
purpose as the later ‘wall H’, which was erected almost at the same place. 


(2) The prohedria was made of rectangular stone slabs with anathyrosis 
at their sides and can be dated to the late fifth century as indicated by the 
letter forms cut on their front. Thus the prohedria was a straight row of seats 
or adjacent supports for seats, yielding a straight line for the lowest step(s) 
of the theatron. Since most of the early theatres in the Attic demes (especially 
Trakhones-Euonymon) show the central part of the theatron flanked by 
wings, some stones of the Classical prohedria in Athens might have been 
situated at the sides of the orchestra as well, which therefore had an overall 
rectangular (or trapezoidal) form. 


(3) Because open theatres collect much rain water, a drainage system had 
to be installed. There is a water channel, which leads from the east side of the 
orchestra in a southeastern oblique direction straight down the slope and out 
of the Dionysos temenos in the area of the later propylon to the sanctuary. 
Some lateral stones and some of the cover slabs of the northern portion of 
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late Archaic terrace wall: 1: wall SM 4; 2: wall SM 2; 3: wall SM 1 
water channel (drainage for the orchestra) 
prohedria 
Odeion of Perikles 
rock cutting for theatre access (or foundation for back wall of theatre) 
two wells belonging to a house 
ancient road (later Peripatos) 
reconstructed theatron of the Classical theatre 
reconstructed skene of the Classical theatre 
Doerpfeld’s excavation trench through the theatron 
outline of the ‘Lykurgan’ theatron 
entry points of the Peripatos 
choregic monument of Thrasyllos (320/19 Bc) at the ‘katatome’ 


Fig. 1 Reconstructed plan of the Classical Theatre of Dionysos with some 
‘Lykurgan’ additions (bold: Classical; italics: “Lykurgan’). 
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this subterranean drainage channel once belonged to the Classical theatre’s 
straight prohedria,; thus at least this portion of the channel was built 
some time between the construction of the prohedria (c. 400 Bc) and the 
inception of the new (rounded) theatre in the 360s B.c. Because one of 
these blocks was incorporated into the Lykurgan theatron wall at its south- 
western end, the construction of the channel most probably dates to the end 
of this four-decade period. The earlier channel starts on a lower level than 
the rounded channel of the Lykurgan theatre, to which it was connected 
when the new theatre was used. It is not clear, however, how far the earlier 
straight channel ran to the north. The pavement of the circular orchestra 
of Lykurgan times lies mostly on top of the levelled rock; according to 
Doerpfeld’s excavation, few ancient cuttings were made into the rocky 
ground beneath the orchestra, and it is not clear if these were connected to 
the Classical drainage channel. The contemporary theatre in Trakhones 
might assist in the reconstruction: here the water drainage—a well, not a 
channel—was situated at the corner of the theatron, close to the skene and 
the east parodos. The same layout may have existed in the theatre of 
Dionysos in Athens. 

(4) The east side of the Lykurgan theatre has an irregular shape, i.e. it 
runs parallel to the rectangular outline of the Odeion of Perikles. Since this 
Odeion was built later (mid-fifth century) than the theatre of Dionysos of 
c. 500 Bc, and since it was connected to the theatre by the fact that the 
proagon was held in it, it is probable that its layout was designed with the 
old theatre in mind. Because the Odeion is parallel to the later Lykurgan 
theatre’s theatron it is likely that the east side of the earlier theatre of the fifth 
century was parallel also. The reconstruction drawing (Fig. 1) shows the 
hypothetical east end in an oblique line, starting in the south at the point 
where the Lykurgan theatron terminates in an angle and ending in the north 
at the line of a rock cutting (Fig. 1 no. 7; Fig. 2). 

(5) The excavation trench made by Doerpfeld through the theatron 
reveals a narrow, horizontal cutting in the bedrock about ten metres above 
the orchestra level (Fig. 2). This was thought to be the foundation of a 
diazoma of the Lykurgan theatre, but recent research by M. Korres indicates 
that this was not the case, so the cutting must have been for another 
purpose. 

At about ten metres up the slope, Doerpfeld found two wells belonging to 
Classical houses, and cut into the bedrock above them an ancient road that 
again runs in a straight line. This ‘antiker Weg’—hypothetically extended at 
the east and west—connects the access points of the later Lykurgan (curved) 
way through the theatre, and so the straight road of the Classical period was 
clearly already part of the Peripatos. Because there are wells indicating 
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orchestra 
channel 


back side of the 
Classical theatre 


well 


well 


ancient road 


Peripatos 


katatome 


Fig. 2. Doerpfeld’s excavation trench (A-B in Fig. 1) through the theatron 
(bold: Classical; italics: “Lykurgan’). 
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houses south of the road down the slope, the Classical theatre could not 
have reached to this higher level. It is probable that the narrower rock 
cutting (Fig. 1 no. 7) below the wells (nos. 8-9) marks the north boundary 
of the Classical theatron, either as the foundations for a back wall or, more 
probable, for another means of access to the theatre in addition to the 
parodoi. And because the ‘antiker Weg’ (no. 9) is laid out in a straight line 
and the cuttings for this road and the one (no. 7) below the wells are similar, 
one can conclude that the north side of the theatron also ran in a straight 
line and thus was parallel to the prohedria row at the centre of the Classical 
orchestra. 


Unfortunately, no archaeological evidence exists for the layout of the 
theatron to the west. It may have joined the lower front of the theatron to 
the higher back with a 90° wall (as reconstructed in Fig. 1), in which case 
the theatron would have been similar to that in the theatre at Thorikos. But 
it is also possible that it mirrored the east side of the theatron, that is, that it 
was connected to the front and the back side of the theatron at an oblique 
angle. 

The thickness and the exact inclination of the layer of earth on the rocky 
slope is also important for the reconstruction of the Classical theatre, but 
archaeological remains are of little help in this matter. In the area of the 
earlier theatre’s theatron, the Lykurgan stone seats were set upon the bed- 
rock (Fig. 2). But the wooden benches of the Classical theatre were surely 
placed on a layer of earth, which must have been levelled to create a stepped 
slope as is still preserved in several Attic deme theatres, for example, at 
Rhamnous or Trakhones. How thick this layer of earth once was; how much 
earth was removed for the construction of the Lykurgan stone theatron; 
and at which point between the end of the drainage channel and the 
Lykurgan prohedria the stepped slope began, cannot be determined with 
our present knowledge. Thus, it is not clear where the straight row of 
the Classical prohedria stones was once situated (in regard to the rounded 
prohedria). They may have been in line with the central throne of the later 
prohedria (as shown in Fig. 1), but it is also possible that they were placed 
a few metres further south of the position of the Lykurgan marble throne 
of the priest of Dionysos; then the theatron would have been broader (in 
a NS direction) and the Classical orchestra narrower than shown in Fig. 1, 
in which case there would have been more space for wooden benches 
as proposed by the reconstruction (Fig. 3). However it may have been, it is 
clear that the Classical theatre provided much less capacity for seats 
than its later incarnation, maybe just a little more than one-third of the 
c. 17,000 stone seats of the later rounded theatron belonging to the Lykurgan 
theatre. 
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Fig. 3 Model reconstruction of the Classical Theatre of Dionysos (photo 
courtesy of the Theatermuseum, Munich). The model shows the stone steps 
of the Classical prohedria and behind them the wooden benches on the slope 
in a straight line along three sides of the rectangular orchestra. The ninety- 
degree angle at which the left (east) side of this theatron is attached to the 
middle part is improbable, because this wing was parallel to the Odeion of 
Perikles and thus in an oblique line to the centre of the theatron (see Fig. 1). 
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Choregic Monuments and the 
Athenian Democracy* 


Hans Rupprecht Goette 


The Athenian democracy financed a substantial range of benefits for 
the citizens and the polis, including cultural events, by means of 
private sponsorship, that is, through the agency of wealthy citizens 
designated as choregoi.' Such sponsorship took many different 
forms—for example the trierarchs, the gymnasiarchs, and the 
choregoi for many festivals and competitions. This chapter is mostly 
concerned with the votive offerings erected by choregoi after victories 
in dithyrambic competitions in the Athenian theatre. A careful 
examination of the types of these choregic monuments, especially in 
their monumental architectural form,” indicates that they provided a 
forum not only for remarkable innovation, but also offered a means 
for leading citizens to proclaim their importance to the democratic 
community. As we will see, this role of the publicly endorsed victory 
monument, the result of private achievement, takes many forms and 
changes over time. 


* I would like to thank the organiser of the conference, Peter Wilson, for the 
invitation to attend the interesting and stimulating symposium in Oxford and for 
his improvements of a draft of this article; and Judith M. Barringer for her helpful 
comments to this paper and her corrections of the English. 

' For the bibliography, see Wilson (2000) 395-420. 

> Goette (1989) 96-101. 
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Before examining the larger choregic dedications, the true archi- 
tectural monuments, we might take a few moments to look quickly at 
four groups of minor choregic dedications or at least votive offerings 
that can be connected with the Athenian choregia of theatre pro- 
ductions, rather than those for the dithyrambic competitions. 

The first group are votive reliefs. Within the huge number of such 
sculptures only a few examples can be securely identified as choregic 
dedications—some on the basis of their inscriptions, some by means 
of their images. One such example is a fragment of a Classical marble 
relief found in the sanctuary of Dionysos in Ikarion where theatre 
productions are well attested;* there is a depiction of masks and a 
partly preserved inscription. Other reliefs of this kind with masks 
can be connected with the practice of dedicating images of theatre 
properties, although no votive inscriptions are preserved on any of 
these.” 

In some rare cases a votive relief that is dedicated to Dionysos or 
Apollo presents a group of humans, a chorus, approaching the god— 
the leader of the chorus is very likely the choregos, who probably 
dedicated the relief.° 

Closely connected to these votives is another kind of choregic 
monument, painted images. Unfortunately none of these so-called 
pinakes dedicated by choregoi have been preserved in the archaeo- 
logical record,’ but we learn of such offerings that were dedicated 
even by well-known choregoi, including important politicians, from 
ancient literary sources. The earliest known example is a dedication 


> Athens, Nat. Mus. inv. 4531: SEG 32, 248; Wilson (2000) 241 fig. 24; Scholl (2002a) 
553 no. 414 with fig.; Scholl (2002b) 32 n. 131 fig. 24. 

* Biers and Boyd (1982) 1-18; Goette (2001) 262-4. 

° Votive reliefs: (a) Athens, Nat. Mus. inv. 1750; (b) Cagliari, Museo Nazionale 
inv. 10918; (c) Munich, Glyptothek inv. 552: Scholl and Vierneisel (2002) 32 figs. 1, 5, 
23, 25. 

° See again the votive relief in Munich (n. 5 above) and others in Paris and 
elsewhere: Voutiras (1991-2) 29-55 and figs. 1-9; Scholl and Vierneisel (2002) 23 
fig. 8. 

7 Reisch (1890) 116; Wilson (2000) 216, 242 summarises the bibliography since 
1890; Scholl and Vierneisel (2002) 28 n. 111f. 
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from the year 476 Bc when Themistokles, as a choregos for tragedy 
composed by Phrynichos, set up such a picture somewhere in 
Athens; although we do not know its location, it may have been in 
the sanctuary of Dionysos. Even centuries later such a pinax could 
be recognised as a dedication of Themistokles because of the 
choregic inscription and an epigram on it, as Plutarch tells us.* 
Further, Aristotle informs us that an Athenian named Thrasippos 
served as both choregos and aulos-player for the same production 
and was included in the depiction on such a pinax.’ Thus, it seems 
likely that this was the norm: the choregos was included together 
with the participants of the theatrical production in the images on 
pinakes."° 

Representations of this sort may have been predecessors to the 
practice of depicting actors or poets, identifiable by theatrical props, 
on Attic gravestones of the fourth century Bc.'’ We will have occa- 
sion to refer to the relationship between choregic and funerary 
monuments again later in this paper; it is enough here to note that 
the production of Attic gravestones was brought to an end in 317 Bc 
through a law against private luxury, while the choregic monuments, 
even the huge architectural ones, continued to be set up through 
Hellenistic times. 


II 


A second group of choregic dedications comprises herms, a type of 
monument closely connected with Dionysos Lenaios whose cult 
image was often depicted as a herm. Although no extant herm is 
identifiable as a choregic dedication, we possess bases on which 


® Plu. Them. 5.4—5. 

° Arist. Pol. 1341 a 35. 

'° The pinax from the cave of Pitsa near Corinth in the National Museum of 
Athens (inv. 16464) may give some idea of such images, although a scene of a sacrifice 
is depicted: Kolonnas (2003) 227-8 no. 107 with colour fig. 

"' Examples: a relief fragment in Lyme Park (Scholl 1995: 213-38 figs. 1-6) and 
another one from Salamis in the Peiraieus Museum (Scholl 1995: 230 n. 82 fig. 14; 
Steinhauer (2001) 301 fig. 447). 
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herms once stood, which are clearly dedications in honour of 
choregic victories: the marble bases in front of the Stoa Basileios 
(Royal Stoa), which were set up after victories at the Lenaia, are well 
known cases.'* It is noteworthy that these herms were dedicated not 
by choregoi but by an Archon Basileus who was the state official in 
charge of the Lenaia;'’ he names the choregos in the inscription. 
These two herm bases are not the only examples of such dedications 
in connection with the Lenaian choregia: immediately next to them, 
in front of the Stoa Basileios, is a double throne dated to the fifth or, 
given that it is made of porous stone, perhaps even the late sixth 
century Bc.'* On the surfaces of both seats is a cutting for fixing a 
herm, so it is clear that the double throne served in a secondary 
capacity as a base for the two herm dedications. While we cannot be 
certain that this double throne with herms is a choregic dedication 
—an inscription does not exist—several factors do strongly suggest 
as much: the throne itself, which was a form used in the prohedria in 
Attic theatres;’” its placement in front of the Stoa Basileios; and the 
use of herms, which serve as choregic dedications immediately 
adjacent to the throne. Like those, this double throne may have been 
a dedication by an Archon Basileus because it was placed close to his 
office. 


Ill 


As might be expected, inscriptions on bases attest that choregoi also 
dedicated large-scale statues, a third category of choregic dedica- 
tions. Within this group is the well-known base of Sokrates,'° who was 


© Agora 1.7168 and 7185: Camp (1986) 53 fig. 35. 

'S Wilson (2000) 30-1 fig. 1. 

‘* Camp (1986) 53. This material was principally used during the sixth century Bc. 
From about 500 sc on, Pentelic marble was the normal material as can be seen— 
mostly in the same form of a double throne—at various Attic theatres (see n. 15 
below). 

'S Goette (1995a) 5, 14, 16 with plates 2.1, 3 for the double seats in Ikarion, 
Rhamnous, and Trakhones, all made of (different kinds of) marble. 

'© Mitsos (1965); IG T° 969; Wilson (2000) 83 n. 140, 131-2 fig. 6. 
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a victor in a tragic competition at the deme Dionysia of Anagyrous in 
the late fifth century; the marble base with its much discussed 
inscription naming the poet and the chorus-members on the front 
side was found at Vari in Attica. On the top are two holes for affixing 
the feet of a bronze statue, one foot slightly in front of the other 
in contrapposto. Unfortunately there is not enough evidence to 
reconstruct anything more about the statue’s appearance, but it 
seems probable that it was a short-clad or nude male figure since 
there is no trace, not even a weathered surface, of a long garment on 
the base. 

Another inscribed base’’ from the same area, Vari, attests to another 
choregic statue, now lost. The inscription tells us that the statue was a 
joint dedication for two victories in tragedy and two victories in 
comedy in a Rural Dionysia of the deme of Halai Aixonides. The top 
of the marble base has a concave cutting to receive a circular tenon of 
a plinth, the usual support for a marble statue. 

In addition to these more regular forms of base for choregic statue 
dedications, we find an example of an unusual kind of a base: a small 
inscribed pillar’* dedicated around 350 sc by a father and his two sons 
in the sanctuary of Dionysos in Ikarion after they won a tragedy 
competition in that deme theatre. Because this narrow base, which 
was at least two metres high, has a top surface with anathyrosis there 
must have been a plinth of stone as the crowning member. And 
because of the large height of this base and its small rectangular 
plinth above, I propose a small bronze tripod as the votive of the 
three demesmen instead of a statuette, which would have been set 
too high in respect to its size. 

A much larger, probably choregic dedication comprises three huge 
(160 cm x 80 cm) reliefs’? found together in Athens (in Regillis 
Street), which seem to have been part of a single monument. 
A. Scholl” convincingly proposes that the reliefs decorated a base 


 IGIP 3091; Wilson (2000) 248 n. 163. 

'8 IGILP 3095; Goette (1995a) 10 n. 3; Wilson (2000) 249. 

'S Athens, Nat. Mus. inv. 3496-8: Kaltsas (2002) 288 no. 609 (illustration). 

*© Scholl (2002) 548 figs. 2, 3; no. 412 (illustration); Scholl and Vierneisel (2002) 
24-7 nn. 87-9 figs. 10-12. 
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that once supported a (now lost) statue, probably of Dionysos, as all 
three depictions are thematically closely connected with this god: the 
panther frequently accompanies the god, and the production of wine 
by satyrs is a Dionysiac theme. Even the bull led by Nike may refer to 
a dithyrambic victory because Simonides and Pindar relate that the 
poet could receive a sacrificial bull for the team’s festival meal; con- 
temporary vases also show the bull together with the prize tripod, 
sometimes with Nike.” 

Not every choregic dedication was made to commemorate a 
theatrical victory; such dedications were also made in other con- 
texts and sometimes simply commemorated the performance of a 
liturgy (and not necessarily a victory). For example, a marble figure 
of Themis from a small treasury in the sanctuary of Nemesis in 
Rhamnous was dedicated by a choregos, as indicated by the inscribed 
base.” This work, impressive for its size, by the sculptor Chairestratos, 
dates to around 300 Bc (as adduced from style and prosopography) 
and was dedicated by the Rhamnousian demesman Megakles 
who served in his community as gymnasiarch and choregos of a 
comedy. 


IV 


Another category of dedications made by choregoi, the fourth, leads 
us back to the god of the theatre, Dionysos: one group of votive 
sculptures are marble phalloi, ubiquitous throughout the ancient 
Greek world. The Hellenistic monument of Karystios in the sanctu- 
ary of Dionysos on the island of Delos” is a well-known and fre- 
quently mentioned impressive example of this kind of dedication. 


*! Pin. O. 13; Simon. epigr. 27 (P), 145 (B); Reisch (1890) 64; Wilson (2000); Scholl 
and Vierneisel (2002) 24 nn. 83-6. Not far from the Street of Tripods, a big relief 
with the depiction of a bull was found, which Miller (1970) thinks was part of a 
choregic monument; the relief is now stored in the Roman agora. 

» Athens, Nat. Mus. inv. 231: SEG 40, 148; Kaltsas (2002) 272-3 no. 568 (illustra- 
tion); Petrakos (1999) 99-100 no. 120 (illustration). 

* IG XI 4, 1148; Bizard and Leroux (1907) 498-511, figs. 18-20, pl. xiii. 
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But there is one earlier example in Athens as well, possibly from the 
Classical period. From the area of the sanctuary of Dionysos“ comes a 
marble sculpture, which combines a phallos with a feline, a sculpture 
that may have been erected on a base somewhere in or around the 
temenos. 


V 


Concluding this brief survey is a series of rectangular or three-sided 
bases for tripods, which served as victory monuments of dithyrambic 
competitions. As already mentioned, the victorious choregos of a 
dithyramb competition received a bronze tripod and an ivy wreath 
as prizes from the state of Athens. The choregos was then entitled 
to display the bronze trophy publicly on a marble base on which 
his name was inscribed even preceding that of the victorious 
poet or aulos-player. The chorus’ tribe (phyle) was also inscribed 
on the base; so too was the name of the eponymous archon of 
Athens, which permits us to date these monuments to the exact 
year.” 

The bronze tripods were fixed on the surfaces of marble bases with 
dowels and are the most frequent variety of choregic dedications that 
commemorate victories in dithyrambic competitions. Most of the 
bases are without any sculptural decoration, but some are decorated 
with reliefs; depictions of a winged Nike and Dionysos himself are 
well-attested images (Fig. 4).”° 

Other bases for bronze tripods stand to a remarkable height 
because they appear atop tall columns topped by three-sided capitals 


* Dionysos theatre inv. NK 2253: Buschor (1928) figs. 29-30. 

> IGIL 3027-62, 3073-89; Wilson (2000) 21-5, 199-235. 

28 E.g. the tripod base with two winged Nikai and a Dionysos, Athens, Nat. Mus. 
inv. 1463: Travlos (1971) 568 fig. 712; Kaltsas (2002) 244-5 no. 511 (illustration); 
Scholl and Vierneisel (2002) 27 figs. 13-14. There is a Roman imperial copy of this 
base in a private collection, once on loan to Basel, Antikenmuseum: Berger (1983). 
Another example of a marble tripod base decorated with reliefs, in this case a votive 
offering to Asklepios: Beschi (1969). 
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Fig. 4 Marble tripod base for supporting choregic tripod, with Dionysos 
and Nikai (Victories) in relief, found on the Street of Tripods. 


(Fig. 5, nos. 3a-c).”” These choregic dedications are already archi- 
tectural in nature, even if they are merely isolated elements, and thus 
provide a transition to the main topic of this paper, architectural 
monuments erected by choregic victors. 


*7 The following three tripod bases of this type are well known: 

(a) at the southeast corner of the theatre of Dionysos’ east koilon (fig. 5 no. 5e), 
set up by Drakontides in 175/4 sc: IG IP’ 3088; Amandry (1976) 28-32 figs. 12-13 
(during the recent restoration of the site, a part of the unfluted column was erected 
and the capital was set on top of it); (b) above the katatome and the Thrasyllos 
monument (see below n. 32) in front of the Acropolis south wall (fig. 5 no. 3a): IG I’ 
3168; Amandry (1976) 79-87; Amandry (1997) 446-59; (c) next (east) to (b) (fig. 5 
no. 3b): Amandry (1976) 79-87; Amandry (1997) 446-59; (d) west of (b) and (c) 
there was a third column which is lost; the only evidence for it is the cutting in the 
bedrock for its foundations (fig. 5 no. 3c): Amandry (1997) 455 fig. 8d. A few metres 
below, about eighty metres west of the Thrasyllos monument and on the same level 
with it, is a three-sided capital without an inscription; it lies in an ancient cutting for 
a choregic monument (see below n. 42 fig. 11) to which it does not belong. This 
capital, made of dark blueish-grey marble, may have crowned the now totally lost 
column, which was disassembled and reused, while the special form of capital was 
useless for the secondary purpose. 

Other such tripod monuments were erected in sanctuaries with theatres outside of 
Athens as well, for example in the Amphiareion of Oropos: Amandry (1974) 231-2 
figs. 43-5; Amandry and Ducat (1973) 35-6 fig. 19. 
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Fig. 5 Plan of the sanctuary of Dionysos and adjacent areas. 


VI 


The victors’ tripods were displayed in the precinct of Dionysos and 
the immediate vicinity of the theatre of Dionysos (Figs. 5-6). But the 
possibility existed, and was frequently exercised, to place the tripod 
prominently along the festival road, which ran from the entrance of 
the temenos of Dionysos to the Archaic agora and all around the 
Acropolis before joining the Panathenaic way at the Eleusinion near 
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Fig. 6 Overview of the sanctuary of Dionysos from the southeast. 


the Classical agora.”* Because of the great number of tripods erected 
here, this street was called “Tripod Street’ by ancient authors, such as 
Pausanias (1.20.1). He described the road thus: “A road leads away 
from the Prytaneion which is called Tripod Street. The area is named 
after the temples (naoi megaloi) which are, for this purpose, quite 
large, surmounted by bronze tripods and housing remarkable works 
of art. Among them is also a satyr of which Praxiteles is said to have 
been particularly proud.’ 


*8 RE Suppl. VIII (1956) 961-80 s.v. Tripodes (Riemann); Travlos (1971) 566-8 
figs. 709-13; Choremi-Spetsieri (1994); Schnurr (1995); Knell (2000) 148-66; 
Hintzen-Bohlen (1977) 56-62; Greco (2001). 
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Fig. 7 Model of the sanctuary of Dionysos. 


In this passage Pausanias describes a number of tripod bases that 
were not only simple marble blocks, but he also says—and this is 
particularly interesting for our discussion—that these bases were in 
the form of temples (naoi). This brings us to the architecture of a 
number of lavish choregic dedications. 

Three such monuments are well known. In the year 335/4, the 
choregos Lysikrates erected a small round building on Tripod Street 
(Fig. 5 no. 22; Figs. 8, 15).”? Except for the front, it was closed by 
large, rounded stone slabs. Corinthian capitals are used here for the 
first time in antiquity on the exterior of a building, and its almost 
completely closed drum with an extended open front in the inter- 
columniation high above the street level is an unusual design as 
well. Since it was later used as a monastery library, this monument, 
familiar to every visitor to Athens, has survived the centuries almost 


” IG IP 3042; RE Suppl. VII (1956) 266-347 s.v. Lysikrates-Monument 
(Riemann); Travlos (1971) 348-51 figs. 450-2; Bauer (1977); Amandry (1976) 
71-9; Amandry (1997) 463-87; Wilson (2000) 219-26 figs. 12-14; Alemdar (2000); 
Knell (2000) 149-59; Scholl (2002) 551 no. 411 (illustration). 
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Fig. 8a The choregic monument Fig. 8b The choregic monument 

of Lysikrates with open front ee of Lysikrates reconstructed to 

the intercolumniation facing the show the bronze prize tripod 

road. secured above the akroterion on 
the roof. 


intact, while another one*’—still extant in medieval times and called 
the ‘Lantern of Diogenes’—was later demolished. The Dilettanti 
Stuart and Revett still saw some marble fragments of its architecture 
in the late eighteenth century; one of these, today in the storerooms 
of the Acropolis Museum,*' may be recognised in a slightly curved 
block decorated with a tripod in relief; it is therefore similar to the 
reliefs above the large stone slabs on the Lysikrates monument. 

The second well-known example of a large choregic offering is 
that of Thrasyllos (Fig. 5 no. 4; Figs. 6-7, 9). In front of a cave, in the 


20 RE Suppl. VII (1956) 269.8634; Wilson (2000) 234 n. 114. 

1 Inv. 7211 (2855): Walter (1923) 118 no. 260 (illustration). 

» IG IP 3056 and 3083; Travlos (1971) 562-5 figs. 704-8; Townsend (1985); 
Amandry (1997) 459-60; Knell (2000) 159-61; Wilson (2000) 229-33 figs. 17-20. 
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Fig. 9 Katatome (vertical rock cutting) above the theatre of Dionysos with 
a reconstruction of the choregic monument of Thrasyllos (right) and an 
indication of the placement of another choregic monument set into a rock 
cutting (left). 


vertically levelled surface of the Acropolis rock above the theatre of 
Dionysos, he built an impressive facade, consisting of three pillars 
bearing an inscribed architrave and frieze. The centre of the frieze 
shows the ivy wreath surrounded by a number of olive wreaths 
that Thrasyllos received for his victory. His prize tripod, together 
with a statue of Dionysos,*’ which was dedicated later by his equally 
victorious son, once surmounted the structure. Pausanias tells us that 
there was a depiction of the myth of Apollo and Artemis killing the 


> London, British Museum 432: Smith (1892) 257-9 no. 432. 
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Fig. 10 Reconstruction 
of the facade of the 
choregic monument of 
Nikias. 


Niobids decorating the narrow interior of the building; it must have 
been either a painting or a relief. The entire monument survived 
until 1827 and was recorded in several etchings before it was con- 
siderably damaged. But since almost all the architectural members of 
it survive in fragmentary form, it is now undergoing reconstruction. 

In the same year as Thrasyllos, in 320/19 Bc, the Athenian Nikias 
erected a small temple™ with a six-columned front west of, and next to, 
the theatre of Dionysos to commemorate his victory in the boys’ 
dithyramb competition (Fig. 5 no. 1; Figs. 6-7, 10). The entire super- 
structure above the foundations was dismantled in the third century 
AD and the blocks incorporated in the fortification wall of the 
Acropolis, in the so-called Beulé-gate. A careful examination of the 
building elements allows a complete reconstruction (Fig. 10).*° Here 
we see for the first time that the term naos used by Pausanias is 
indeed justified because the monument looks exactly like a prostyle 
hexastyle temple. 


* IG IP 3055; Travlos (1971) 357-60 figs. 459-63; Knell (2000) 161-4; Wilson 
(2000) 226-9 figs. 15-16; Korres (2000) 36 fig. 36. 
*> Choremi-Spetsieri (1994). 
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VII 


While these are the best-known choregic monuments, in the last few 
years other foundations of choregic dedications along Tripod Street 
have been discovered and studied (Fig. 5 nos. 6-25). Of these 
foundations, the substructure of sandstone blocks, sometimes of 
considerable height, is usually preserved. Occasionally only the low- 
est courses survive in situ; sometimes the limestone blocks of the 
foundations were reused in the immediate vicinity of their former 
location in the buildings of medieval churches (for example, in 
Ag. Nikolaos Rangavas on the northeast side of the Acropolis). 

Foundations of several votive monuments have also been found 
east, and in front, of the propylon of the Dionysos sanctuary 
(Fig. 5 nos. 6-17; Fig. 7).°’ The first one of these foundations (Fig. 5 
no. 10) was particularly large and is, in this regard, comparable to 
the Nikias monument.” But a reconstruction of its ground plan 
and the superstructure is nearly impossible as is the case for most 
of the votive monuments in that area because of its poor state of 
preservation. 

In one instance, however, a number of better preserved foundation 
blocks are still extant (Fig. 5 no. 11). This enabled M. Korres” to 
determine that there had been a building open to the south with two 
columns between the lateral wall antae. Such a temple-like structure 
needed three architrave blocks to support a five-metre long frieze on 
its facade. Since the upper structure is completely missing, the possi- 
bility that the architecture was Ionic cannot be excluded. However, 
because of the column diameter, the axis width of the architrave, and 
a probable 2:3 proportion of metopes and triglyphs, a reconstruction 
of a Doric facade with three metopes over the intercolumniation is 
probable. 

As part of this Doric frieze we might imagine a marble block 


°° Korres (1980) 16-18 fig. 1. 

*” Korres (1980) 14 fig. 1. The east side of the sanctury, including the founda- 
tions of the propylon, has been excavated since this publication: Greco (2001) 31. 

*8 Korres (1980) 16 fig. 1 no. 7. For the Nikias monument see above n. 34. 

» Korres (1980) 16 fig. 1 no. 8 and fig. 4. 
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exhibited in the National Museum at Athens.” The measurements of 
the metope and the triglyphs, the dowel and clamp holes on the top 
surface, as well as the anathyrosis on both ends allow the reconstruc- 
tion of a frieze five metres long with six metopes. Only one of these 
metopes together with two triglyphs at its sides survived. The relief 
on the metope depicts three women in mourning somewhere in a 
rocky landscape. The iconography of the scene is not, as is usually 
claimed, funerary, because such a scene does not exist among the 
c. 3,000 Attic grave stelai known; more likely, it is a mythological 
scene, maybe part of a Nekyia depiction, which continued on the 
other metopes.”"! 

Korres does not offer dates for the various foundations at the 
beginning of Tripod Street. Nevertheless, these monuments cannot 
have been erected in the late fourth century because these are the 
best locations in front of the entrance to Dionysos’ sanctuary and 
were surely already occupied at an early date; most probably, they 
should be connected to the new construction programme and lay- 
out of the temenos with its new propylon, which occurred around 
370/360 Bc.” 

There is another case where the foundations allow a rough 
reconstruction of the superstructure of a choregic monument. 
Symmetrical to the central axis of the theatre of Dionysos (Fig. 5 
no. 2), a counterpart to the Thrasyllos monument, approximately 
equal in size, stood high up on the Acropolis slope, where its base was 
cut directly into the limestone bedrock (Fig. 11).*? At the back, the 
now completely lost architectural members were anchored to the 
rock by means of swallow-tail clamps, whose cuttings are still visible. 
The fact that the monument was aligned with the axis of the theatre 
of Dionysos demonstrates a deliberate placement, designed to create 
a visual pairing with the Thrasyllos monument, whose flat facade 
was probably reproduced in its counterpart (Fig. 9). 


“° Athens, Nat. Mus. inv. no. 1688: Kaltsas (2002) 188-9 no. 371; Goette (2004). 

“" Compare the scene on the krater by the Lykaon painter in Boston: Caskey and 
Beazley (1954) 86-93 pl. 16; for further comparisons see Goette (2004). 

© Goette (1995a) and see the chapter by Csapo in this volume. 

*® Only mentioned by Travlos (1971) 526; publication under preparation by the 
author. 
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Fig. 11 Rock cuttings west of the katatome above the theatre of Dionysos 
in Athens. 
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VII! 


Let us now turn to some isolated architraves identifiable by inscrip- 
tions as choregic dedications, which have survived without a known 
context. In addition to the poorly preserved foundations previously 
discussed, a number of marble blocks of superstructures are extant, 
most of which are housed today in the Epigraphical Museum of 
Athens.” 

There is, for example, the architrave of a Doric building that the 
choregos Lysikles erected in 323 Bc as indicated by the complete 
inscription (Fig. 12). Despite later reworking we can still make out 
the remains of the mutulus slabs with their guttae, which allow us to 
imagine the remaining superstructure: the architrave ends at its nar- 
row sides in anathyrosis. At the left end the joint is executed at the 
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Fig. 12 Architrave of the choregic monument of Lysikles. 


“ IGIL 3040, 3052, 3054; Goette (1989) 96-9 listed under a, c, d; Goette (2004). 
* IG IP 3054; Reisch (1890) 103-44; RE Suppl. VIII (1956) 877 listed under s; 
Goette (1989) 99 fig. 4; Goette (2004) 472 fig. 8. 
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right edge of the mutulus, which suggests that this mutulus was the 
last, the one at the corner so that the side architrave must have been 
attached there. The joint on the right side, however, was unusually 
situated within the mutulus slab, which means that the side archi- 
trave could not be attached here; thus an additional, equally large 
architrave block must be reconstructed to the right. And because we 
already have a complete inscription on the extant block, the restored 
architrave would be a symmetrical block with an additional inscrip- 
tion naming a second choregos of the same year. In that case, we 
might deduce a double choregia, possibly necessitated by a shortage 
of funds, for the year 323 Bc or—less probably—we can posit a joint 
monument of two Athenians who wanted to commemorate two 
victories in two distinct full choregiai, which would have occurred 
within a short period of time (one year). 

For the time being, the reconstruction of the Lysikles monument 
has to remain open, although it is certain that we are dealing here with 
a large-scale choregic monument in the Doric order. One other point 
is worthy of note: the metopes of this building were almost thirty 
centimetres wide—somewhat smaller than the mourning women 
metope”—and since the underside of the architrave shows dowel holes 
only at the ends, the structure possessed six metopes between the sup- 
ports to judge from the extant remains. That means that the monument 
certainly had a most unusual form because the norm was two, or in 
some special cases even three, metopes above an intercolumniation. 


IX 


Between 317 and 307 sc, the old-style Athenian choregia was abol- 
ished by Demetrios of Phaleron and at the same time the erection of 
monumental grave stelai was also prohibited. From then on, the state 
took over the theatre competition and appointed an agonothetes in 
place of the choregos. He was perhaps still responsible for the costs, 
and he certainly was in charge of the entire management of the 
dithyrambic performance of his chorus. In spite of this change of 


4° See above n. 40. 
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management, the custom of awarding the agonothetes—should the 
chorus under his care win the competition—with a tripod displayed 
publicly on a more or less elaborate base still continued. Of the 
surviving agonothetic monuments, only two of several examples will 
be discussed here (the first one is a monument erected not for a 
victory in a dithyrambic competition, but in drama and comedy!); 
most of the others are known only by fragments of Ionic architraves.”” 

The first example* belongs to the well-known politician Xenokles 
of Sphettos or his brother,” erected in the year 307/6 Bc, a monument 
that is especially remarkable in the history of western architecture. 
It is an Ionic marble architrave to which some years ago M. Korres 
was able to attribute parts of a lateral pillar (Fig. 13).°? What 
results is a unique monument, specifically a gate, the front of which 
was inscribed with the name of the famous agonothetes. To my 
knowledge, this is the first example of an architectural form whose 
later examples are known as ‘triumphal arches’ or ‘honorary gates’. 
It must have stood close to the eastern parodos of the theatre of 
Dionysos and spanned the entrance to the theatre, a prominent 
location chosen to advertise Xenokles’ success in an extraordinary 
form. 

The second example is that of Glaukon*' from the year 280/79 Bc. 
At the excavations in the Dionysos sanctuary in Athens, twelve™ 
fragments of an agonothetic monument were found in 1862 that can 
be reconstructed to form a small, roughly square building. At the 
front, the restored architrave bears the choregic inscription, and the 
two sides showed, respectively, four and three wreath reliefs (Fig. 14). 


*” IG IP 3073, 3076, 3079, 3080; Goette (1989) 96-9 listed under g-j; Goette 
(2004). 

‘8 IG IP 3073; Goette (1989) 97 listed under g; Lambert (2003); Goette (2004). 

® About the political career of Xenokles see Habicht (1988). Lambert (2003) 
discusses this inscription in detail and concludes that the agonothetes of IG IY 3073 
might have been the brother of Xenokles, named Androkles, and that Xenokles him- 
self erected another dedication as an agonothetes of a dithyrambic competition as 
known from IG II’ 3077. 

°° Korres (1983). 

>! IGIP 3079; Goette (1989) 97 listed under i; Goette (2004). 

* One of the fragments stored in the Epigraphical Museum (inv. 8707-11), 
no. VI in IG IP’ 3079, which shows the ivy wreath and the agonothetic inscription, was 
not to be found during my work in the museum. 


Fig. 13 Architrave of the agonothetic monument of Xenokles and fragments 
of its lateral pillars, joined here in reconstruction to show the original form 
of the monument as a gate. 
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Fig. 14 Architrave and reconstruction of the sides of the agonothetic 
monument of Glaukon. 
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In the centre of the side with the three wreaths is an ivy wreath that 
encircles an inscription naming the agonothetes title which is flanked 
by olive wreaths; this combination of wreaths recalls the Thrasyllos 
monument. The two olive wreaths together with the four on the 
other side list the six liturgies or offices held by Glaukon. We should 
imagine the bronze tripod crowning the roof of this marble naiskos 
(approximately 1.5 m square). 


Xx 


In sum, this by no means complete survey of choregic architectural 
monuments reveals an amazing variety of form and size. I would 
even argue that in this type of monument we see the development of 
new architectural details and concepts that had not yet appeared in 
state building projects or anywhere else. In other words, this archi- 
tectural genre may have provided the opportunity to experiment 
with architectural forms, and to judge from what remains, some of 
these efforts were completely innovative; the new wealth of overall 
architectural forms and details had never before occurred. Here we 
see them at the level of private initiative for public display. 

Just to review this list, we might highlight the Lysikrates monu- 
ment” with its Corinthian capitals on the exterior and its almost 
completely closed drum with an open front. Also remarkably new is 
the gate form of the Xenokles monument,” the real prototype of an 
honorary gate or—in Roman terms—a ‘triumphal arch’. Extraordi- 
nary too is the Doric architecture of the Lysikles votive with its multi- 
plied metopes over the intercolumniation.” By comparison, the 
already remarkable concept of the Nikias and Thrasyllos offerings 
seem rather tame although they copy parts of the Acropolis’ fifth- 
century Propylaea;* in other words, here we find architectural 
quotations of an extraordinary Classical building being used simply 
as a support for the really important monument above, as bases for a 
prize tripod! These two last monuments appear to be parts of a wider 


* See above n. 29. 4 See above n. 49. °° See above n. 45. 
°° See above nn. 32 and 34; Felten (1997). 
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Fig. 15 Model of the Athenian Acropolis with choregic monuments on the 
Street of Tripods, viewed from the east. 


architectural programme around the Athenian theatre, probably in 
the tradition of the policy of Lykurgos, who tried to canonise 
Classical achievements.” This programme also included a copy of 
the Nike temple used to record the lists of winners in the theatre 
competitions, a building attested by architectural remains’ and 
inscriptions.” 

Even in Pausanias’ time, several centuries later, the Street of Tri- 
pods must have appeared amazingly sumptuous and made a tre- 
mendous impression on those who traversed it. We have to imagine 
the long row of relatively small but finely carved marble monuments 
on their high socles, surmounted by gleaming bronze tripods and 
abounding in a wealth of architectural forms, almost all taking 
advantage of the colossal, imposing backdrop of the Acropolis 
(Fig. 15). Although in size and religious importance it could not 
measure up to the Panathenaic way, the relatively narrow Street of 
Tripods was most certainly one of the jewels of Athens and one of the 


°” Hintzen-Bohlen (1977) 135-40; Knell (2000) 167. 

8 Korres (1996) 132-3 under ,“Tempel D’. 

» IGIP 2318. 

This impressive site was well described by Heliodoros in his monograph on 
the tripods on this street: see Athen. 6, 229c and 9, 406c. 
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heavily used urban veins connecting the Classical to the Archaic 
agora,’ then proceeding to the important sanctuary of Dionysos. 
The fine choregic monuments were meant to impress the viewer and 
were absolutely inescapable for the citizens of and the visitors to 
Athens. 


XI 


At least in passing, it should be mentioned here that the large Athe- 
nian choregic monuments are not the only examples of this type of 
victory monument, which existed in other locations as well. Else- 
where in Attica, for example, we can note a Hellenistic building in the 
form of a covered exedra in the sanctuary of Dionysos in Ikarion® on 
the north slope of Mt Pentelikon. 

Outside of Attica, on Thasos, we find a temple-like building” 
reminiscent of the Nikias monument with a group of large statues, 
including Dionysos, the Muses, and other personifications, placed on 
a base in a half circle. 

In Boiotian Orchomenos, two other choregic buildings are 
attested by two surviving architectural members: a lintel with a 
choregic dedication™ and an Ionic architrave, whose inscribed dedi- 
cation permits its identification as a votive by a theatre producer.” 
Both monuments probably stood in the immediate vicinity of the 
theatre in Orchomenos in which many other tripod bases® have been 
excavated (some of them are exhibited in front of the skene, others 
are stored in the area of the Mycenean tholos tomb close to the 
theatre). These are, however, less impressive, since they are simple 
bases of a rectangular or triangular form. 


*' Schnurr (1995) with the older bibliography; Goette (2001) 54 n. 82; Goette 
and Hammerstaedt (2004) 87-98 fig. 18. 
® See above n. 4; IG II’ 3098. 
°° Daux (1967) 42-3 fig. 11; 130-3 nos. 29-32 figs. 69-71. 
Stored in the dromos of the Mycenean tholos tomb. 
*° Amandry and Spyropoulos (1974) 180-3 no. 3 figs. 7-9. 
Amandry and Spyropoulos (1974). 
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XII 


After the mid-third century sc, choregic monuments diminished in 
size and are apparently fewer in number—at least we do not know of 
so many as in Classical times. No other architectural dedication by an 
agonothetes is known to us although theatre competitions continued. 

To close this survey, we might leap ahead a few centuries to see 
how the choregic monument evolved in Athens under the peaceful 
conditions of the Roman imperial period, when, from the reign of 
Augustus to Hadrian and the Antonines, Athens flourished eco- 
nomically and as a cultural centre. Victorious choregoi of theatre 
competitions continued to set up prize-tripods;*” in some cases their 
marble bases were quite large and even decorated with reliefs, such as 
the bases with Nikai and Dionysos (Fig. 4).” Another is the large 
three-sided monument crowned by an anthemion frieze found in the 
Athenian agora;” it bears a long inscription naming Loukios Flavios 
Flammas as the agonothetes who served in his office for all the tribes 
in around 100 ap. 


XIII 


Remarkably, one of the most generous choregoi in Roman Athens 
elected not to erect a choregic monument to celebrate his victory but 
instead memorialised himself in a different way. A quick glance 
at this case enables us to grasp the profound changes that occurred 
in the ideal of the civic benefactor and his relationship to the city 
between the Classical Athenian democracy and the early second 
century AD. 


* IGII’ 3112-20; Follet and Peppas-Delmousou (2001). 

°8 See, for example, the impressive so-called Sarapion monument: IG II’ 3704; 
SEG 28, 225; Follet and Peppas-Delmousou (2001) 100-2 no. 5. A smaller tripod base 
with a relief depiction is the one on the Roman agora (once in the Tower of the 
Winds): IG II? 3120; Follet and Peppas-Delmousou (2001) 113-14 no. 13. 

® See above n. 26: Berger (1983); see n. 68 above. 

” IG IP 3114; Travlos (1971) 568 figs. 711, 713; Amandry (1976) 42-3; Follet 
and Peppas-Delmousou (2001) 99-100 no. 4. 
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Around that time C. Julius Antiochos Philopappos,’”' who lived 


until ap 112/14, was choregos for all the choruses of all the tribes in a 
single year, an extraordinary service to the Athenian state since a 
choregos usually financed only one chorus of one tribe in a given year. 
But he did not proclaim this financial support for the city state with a 
choregic monument in the usual fashion, that is, a tripod base, which 
we would expect because of his wealth and his civic position—at least 
such a monument is not attested. But we know of an honorary statue 
of Philopappos erected by the tribe Oineis in the theatre of Dionysos, 
which commemorates his efforts as an agonothetes;” the existence of 
this portrait at that place supports the hypothesis that he himself did 
not dedicate a lavish choregic monument. It seems that, instead, he 
perpetuated his glory by constructing a huge mausoleum for himself 
at the most prominent point in Athens, opposite the Acropolis on 
top of the Mouseion hill,” and surprisingly, neither the inscriptions 
nor the sculptural decoration make any mention whatsoever of his 
generosity to Athens during his lifetime. 

In the upper storey Philopappos is depicted in a free-standing 
statue as a Hellenistic king’—he was, in fact, a descendant of the 
Kommagene monarchy, and in the main frieze beneath the statue, 
Philopappos, who had been a consul suffectus, presents himself in 
relief as a consul in Rome during the ceremony of the processus 
consularis or the pompa circensis, although he never actually took 
part in such a ceremony in Rome.” He stands in a quadriga accom- 
panied by the twelve lictors of the city of Rome. Such images suggest 
that Philopappos wished to portray himself, and be perceived as, a 
Hellenistic king and simultaneously as a member of the Roman 
aristocracy, which now ruled the world. Such self-presentation in a 
monument for a prominent individual, an important choregos, dif- 
fers dramatically from its predecessors, both funerary and choregic 
monuments, in the Greek world; for a glance back at the fourth 


7 Byrne (2003) 308-10 no. 37 with bibliography. 

” IGIP 3112; Follet and Peppas-Delmousou (2001) 97-8 no. 1. 

® IGIL 3451; Travlos (1971) 462-5 figs. 585-7; Kleiner (1983). 

™ The type of the statue is ‘heroic’, ie. almost naked with only a mantle around 
the hips; the ends of the diadem on the shoulders as well as the inscription below the 
statue naming him basileus point to the depiction of a Hellenistic king. 

> Schafer (1989) 380-1 no. B 13. 
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century BC reveals a situation that is almost the contrary to that of 
Philopappos’ mausoleum. 


XIV 


Although the Athenian choregoi commemorated their victories in 
monumental form, they always portrayed themselves as part of a 
larger civic entity.”° They surely celebrated their own civic-mindedness 
and generosity, but the individual was presented within the context 
of the city’s cultural programme. Even when commemorating the 
dead, which, we might remember, always occurred outside the 
city, the individual Athenian citizen was honoured within a family 
tomb plot even though such monuments were sometimes large and 
prominently placed along main roads to draw attention to notable 
families or individuals.” Yet it is noteworthy that the funerary 
monuments of Athenian citizens—stelai and the sometimes large 
grave precincts of the very wealthy—never were as huge and 
elaborate as contemporary choregic architectural dedications.” 
While the lavish grave monuments were prohibited by the 
sumptuary legislation of 317 Bc and the old-style choregia changed 
under the same laws, it is important to note that monuments to 
civic liturgies and theatrical victories, now erected by agonothetai, 
persisted. In other words, one type of display that celebrated the 
wealth and power of individual families was discontinued but another 
kind, the liturgy monument that celebrated civic-mindedness and 
the contribution to the community and its well-being, and whose 


’® Wilson (2000) esp. 172-97. 

” Bergemann (1997) 15-17, 131-42, 227-30. The negative characterisation of 
the Athenian choregia as an ‘empty grave (kenotaphion) of the vanished estates’ of a 
wealthy choregos may go back to Demetrios (Plu. Moral. 349a; see Wilson 2000: 95, 125, 
169, 380 n. 20). It appears to be a general criticism of the lavish expenditure of 
financial resources; the description is not a comparison between funeral and choregic 
monuments of Demetrios’ (or Plutarch’s) time, because the prize awarded to the 
victorious choregos, the tripod (not the lavish choregic monument), was—according 
to Plutarch (or his source)—ridiculous, much too small in regard to the financial 
outlay. 

8 It seems as if the largest funeral monuments were erected by people who were 
not Athenian citizens; see Scholl (1994). 
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architectural innovation was so markedly different from the past and 
so extraordinary, continued to thrive. As the votive inscriptions 
explicitly tell us, the demos was now said to serve as the overall 
choregos, and occupied first place, while the individual agonothetes 
served the demos. The tripod dedication of a choregos or agonothetes 
was the manifestation of the well-functioning city and its democratic 
institutions, where the agonistic character of all the citizenry and its 
festivals was engaged to benefit the community—and conversely, the 
community permitted its civic benefactors to erect choregic 
monuments. 

By contrast, the self-representation of Philopappos highlights a 
break with that Athenian civic tradition: although Philopappos 
had been one of the most generous choregoi and even an archon of 
Athens, he did not choose to represent himself as a benefactor of the 
city; rather, he erected a prominent monument that glorified only 
himself and his ancestors, not the city. Yet in the case of Philopappos, 
the family took an even more extravagant form in that he pro- 
nounced his descent from a Hellenistic monarchy and portrayed 
himself as a high-ranking official of the city of Rome. Here Philo- 
pappos uses a new visual language, influenced by both Hellenistic 
rulers and Roman officials and emperors, a language far removed 
from the traditional self-representation of Athenian democratic 
benefactors, whose choregic monuments, while remarkably innova- 
tive, even daring, always represented a careful and strategic balance 
between the individual and the larger democratic community. 
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Performance in the Pythion: 
The Athenian Thargelia* 


Peter Wilson 


Athens’ principal urban festival for Apollo, the Thargelia, has been 
aptly described as ‘a festival of the arts ... second only to the City 
Dionysia.’ Although much about the festival remains a mystery, 
it has received none of the sort of integrated historical and socio- 
political analysis that has been so productive for our understanding 
of the urban festivals of the Dionysia and Panathenaia. This 
chapter will initiate such analysis, with an emphasis on the per- 
formance practice of the festival as evidenced principally through 


epigraphy.” 


* Thanks to Barbara Kowalzig, Simon Hornblower, Eric Csapo, Ian Rutherford, 
Paola Ceccarelli, Julia Kindt; and above all to Stephen Lambert, whose generosity and 
learning were invaluable in the final stages of writing this chapter. 

' Parker (1996) 95. Celebration of the Thargelia in the demes (its existence 
doubted by Parker 2005: 74 and n. 99) will not be considered here. The main evidence 
is IG IP 256bis = SEG 33, 147 (Thorikos); IG I? 255A15 = LSS 18B (Erkhia): see 
Humphries (2004) 161, 179, 187. 

* For full literary testimonia relating to the Thargelia (though much of it referring 
to places other than Athens and of doubtful reliability) see Nilsson (1906) 105-15; 
Deubner (1932) 179-98. For an indispensable treatment of the Athenian material see 
now Parker (2005) 481-3. 
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INTRODUCTION 


The Thargelia was not a week-long event like the Dionysia or 
Panathenaia, but held over just two days, the sixth and seventh of the 
month Thargelion (late May). The first day saw the ritual cleansing 
of the city and expulsion of pharmakoi, the second, the procession 
through the newly cleansed city to the Pythion outside the old city 
walls that conveyed the stew of first fruits in a vessel known as the 
thargelos—a procession in which the Sun and Seasons were also 
honoured. On this day, at least in the Classical period, choral contests 
between five choruses of men and five of boys took place. Robert 
Parker makes the telling point that it was these contests that probably 
dominated most Athenians’ thoughts of the festival, as they do our 
sources.° And yet there has been little attempt to integrate them into a 
broader understanding of the festival. 

In fact, the Thargelia has an awkwardly split identity in current 
scholarship. On the one hand, the presence of the scapegoat ritual 
long tended to dominate interest, fed by the possibility of human 
sacrifice, or at least penis-flagellation.* This led to an anthropological 
vision of the festival with many of the characteristics of a Lévi- 
Straussian ‘cold’ society, primitive and achronic, outside the exi- 
gencies of the political, even of history. The effect has been to retard 
exploration of the potential social and political dynamism of the 
cult. On the other hand, the Thargelia is seen as an ‘arts’ festival of 
the living Classical city. Yet even in this guise it has attracted little 
more than the passing interest of the literary historian for having 
hosted another set of (generically embarrassing) dithyrambic con- 
tests—a neglect also fostered by the lack of surviving ‘texts’ from 
these contests, and by the absence of drama from it in any period.” 


> Parker (1996) 95. 

* Human sacrifice: Harrison (1903) 78-108; cf. Frazer (1913) 253-8. Penis- 
flagellation: Tz. Chil. 5.726-30 = Bergk PLG’ frs. 4-9: énrdnis yap pamioavres 
éxeivov els TO EOS, oxidrXats ovKaLs dypiats TE Kat dAAous TOV aypiov. 

> Deubner (1932) represents the interpretative imbalance in striking fashion: after 
twenty pages devoted to the first day and its rituals, his final paragraph is devoted to 
the choruses of the second, thus: “Der frohe Charakter des zweiten Tages auferte sich 
auch in agonistischen Darbietungen, Manner- und Knabenchoren, deren Choregen 
der Archon Eponymos zu besorgen hatte.’ 
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I suggest we try to bridge this divide.° It is not present in many 
ancient traditions relating to the festival, which frequently link the 
ritual pompe closely to the choral agones.’ 

Robert Parker has neatly elucidated the festival’s basic ritual logic: 
‘on Thargelion 6, bad things are driven out, while on Thargelion 7, 
good things are carried in, in a pattern whose appeal on an expressive 
level is self-evident’.* Consideration of the ‘good things’ brought in 
on the second day has been limited to the first-fruits of the agri- 
cultural year symbolised in the seeds boiled in the thargelos and 
carried in procession. But given that this day was dominated by 
choral performances, an attempt should be made to fit them into this 
same ritual logic. Nor is that hard to do. These groups of the 
city’s finest boys and men, trained in the order-and beauty- 
creating activity of khoreia, represent at the civic and collective level 
the ‘fairest and finest’ («kadoi xdyaOoi) to set against the ‘most 
ugly and base’ individuals ejected as pharmakoi on the preceding 
day, who are described with terms like dyevveis, dypnoto, dabAor, 
evTeAe€oTaroL, dnd€éorato..’ This looks like a clear instance of 
choral performance as an affirmation or symbolic creation of a 
hierarchical civic order, as an antidote to impurity. The ‘goods’ of 
which Apollo Pythios was described as the exegetes should include 
these choruses."° 


° Calame (1990) 321-2 has led the way in this; cf. also Parker (2005) esp. 203. 

7 As in the law of Euegoros: D. 21.10 (with MacDowell 1990: 234): OapynAlwv 
The ToumHp. Kal THe ay@ve; or in the third-century stele discussed below 169-71; 
cf. also Michael Apostolius Corpus Paroemiographorum Graecorum 3.31.19: év iu [sc. 
éopThe] abouv amapyas To. Ged TOV mepyvoTwv KapTTOv, totavto be ev avrhe Kal xXopot 
Kal aywv OapyjdAca; Suid. 049; Phot. 6 p. 80.3. 

® Parker (1983) 25. 

* Deubner (1932) 184 n. 5 for sources. On the likely contents of the thargelos 
see Parker (2005) 185 (cf. 417). The prominence of a very wide range of ‘good 
things’ carried in procession fits well with the prominence of the boys in the festival 
contests. (Parker 2005: 204 hypothesises an important place for children in the 
procession.) 

Apollo Pythios as éényy7i}s trav dyabav: SEG 21, 469.9 (second-century), 
drawing on a much older formula: cf. IG IP’ 137.4-5 (422-16 Bc): éyoeyerély tov 
dalyabov Oliver; Pl. R. 4.427c; Suid. 049: kai dya0adv OapynAra. 
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DIACHRONY 


Athenian domestic participation in the cult of Apollo Pythios has 
been plausibly hypothesised as early as the eighth century," but 
the attentions of the Peisistratids represent the first clearly attested 
activity, part of more extensive development of the whole region 
around the Pythion in the southeast part of the city.’* And the 
evidence is more solid than for the much-discussed sixth-century 
Dionysia. Peisistratos the elder constructed a temple in the Pythion."° 
The sanctuary may have even then been the site of choral contest and 
the dedication of tripods."* The younger Peisistratos dedicated in this 
sanctuary the altar that Thoukydides describes and that still survives. 
The date was almost certainly 522/1.'° An important part of the 
context of this Peisistratid interest in Pythian Apollo at home is the 
unhealthy relations they entertained with him at Delphi."® 


" Parker (1996) 27-8. Karouzou (1954: pls. 10-11) interprets a Geometric Attic 
vase with dancers (male and female) and tripods as a representation of the Thargelia. 

Camp (2001) 36-7. 

® Zen. Epitome ed. Miller 1868, 367: rév vasv rob ITvOiov duxoddunoev 6 
Ilevsiotpatos; Corpus Paroemiographorum Graecorum 1.406-7 L.-S., no. 66: 
Ilevsiotpatos a@uxoddper tov ev IIvbiax vadv; related sources from the paroemio- 
graphic tradition discussed by Lynch (1984). Suid. 73130 and Phot. s.v. [Jv@.ov record 
that Peisistratos founded a sanctuary, rather than specifying construction of a temple. 
The elder rather than the younger: Parker (1996) 72. If it had been the younger, Th. 
6.54.6 would surely have indicated as much. 

* Implied perhaps by the expression used in Suid. and Phot.: ‘a sanctuary that 
came into existence under Peisistratos, in which the victors in the kyklios khoros at 
the Thargelia erected their tripods’ (fepov AmodAwvos Adnvyow, v0 ITevovorpatou 
yeyoves, eis 6 TOUS Tpimodas ériPecav ot TaL KukXlwe xopar VUKHOAVTES TO. OapyjAa). 
Late sources are however perhaps unlikely to have had much more than Thoukydides 
on which to base their remarks. See also n. 2 above. 

'S Th. 6.54.6; IG I 948. Arnush (1995) attempts to down-date the altar to c. 495 
and sees it as Peisistratos junior’s attempt to remind the Athenians of his service 
as arkhon some twenty-five years earlier. Aloni (2000: 84-7) gives a full refutation; cf. 
Angiolillo (1997) 23. 

'® Philoch. FGrH 328 F115 for the tradition that the Peisistratids were responsible 
for the arson of the Delphian temple. As Jacoby notes ad loc. this can only have been 
a story spread by their enemies in Athens, but is suggestive of bad relations. The 
observation of lightning over Harma to initiate a theoric mission to Delphi (Str. 
9.2.11) took place from the altar of Zeus Astrapaios, which was probably in or near 
the Pythion, and may have been timed to coincide with the Thargelia: Colin (1905) 
11-12. For evidence unknown to Colin see now Lambert (2002) F1A, 26-30 and F6 
(now SEG 52, 48); SEG 21, 541 (Erkhia calendar); cf. also Lambert (2005) no. 13. 
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The precise boundaries of the Pythion have not been identified, 
but it lay southeast of the Acropolis, outside the ancient city walls 
(by virtue of its purificatory function’), along the western bank of 
the Ilissos. Its general location is well known, largely because of the 
find-spots of the altar dedicated by Peisistratos, and of various 
dedications set up by victorious Classical Thargelian khoregoi (which 
apparently sat quite happily alongside the Peisistratid altar)."* 

Epigraphic evidence for the competing choruses starts some 
seventy years later, with the (lost) fragment of a khoregic dedication, 
dated to just before 450.'? The scrap of another inscription found on 


Among the intriguing items carried by Athenians for Apollo on the Pythais of c. 403/ 
2-400/399 are a tripod and émrogidas (F1A, 28) which, following Phot. s.v.—dyxup- 
ies avdyjpar 5{BoAo.—Stephen Lambert (2002: 371) suggests may be ‘little anchors as 
symbols of Athens’ status as colonial metropolis’. See below, p. 164. 


'7 Simon (1983) 74. 

'* Travlos (1971) 100-3. The promised study of the site by Matthaiou (cf. 
Matthaiou 2003a: 91 n. 35) is eagerly awaited. Smaller sanctuaries of Pythian Apollo 
are attested or claimed for: the northern slope of the Acropolis; Daphne; Oinoe 
(Philoch. FGrH 328 F75); Thorikos (see n. 1 above): Lupu (2005) 143-4. His promin- 
ence in the Marathonian Tetrapolis is ancient, and includes the Pythion at Oinoe and 
a Delion at Marathon: Colin (1905) 62-70. The continued presence of the Peisistratid 
altar in the Pythion alongside khoregic memorials is particularly interesting given the 
deletion by the demos of the inscription on the Altar of the Twelve Gods in the Agora 
(Th. 6.54.7), and the fact that Peisistratid activity in the Pythion may have become a 
focus of anti-tyrannical sentiment, as formulated in the expression ‘to shit in the 
Pythion’: Hsch. s.v. év IIvOiax yéoar. 

® IG P 963, ‘ante a. 450? This stone was found near the Ilissos: Pittakis (1835) 
184; Makres (1994) 326. In addition to those mentioned subsequently in the text, the 
following are the major inscriptions relating to the Thargelian agones: 


* Khoregic dedications: IG I’ 964 (c. 435), 965 (430-405), 966 (425-404 boys), IG IP’ 
3072 (late fifth—early fourth century), IG Il’ 3029 (early fourth century: Amandry 
1976: 44-6), IG IP’ 3071 (400-375), IG II’ 3064 + SEG 18, 69 (384/3 men), SEG 41, 
141 (380/79 men), Hesperia 4 (1935) 54 no. 16 (before 365), IG II’ 3065 (365/4 
boys), IG II’ 3066 (364/3 boys), IG II’ 3070 (perhaps 358/7 or 356/5, or before 365: 
Amandry 1977: 179 boys), SEG 27, 12 (363/2 boys), SEG 27, 13 (362/1 boys), SEG 
27, 14 (361/0 boys), SEG 27, 15 (360/59 boys), SEG 27, 16 (359/8), IG IP 3067 
(358/7 or 356/5 boys), SEG 27, 17 (355/4 boys), SEG 26, 220 (354/3 boys), SEG 27, 
18 (352/1 boys), SEG 27, 19 (349/8 boys), ADELT 25, p. 60, cf. SEG 30, 127 (mid- or 
late fourth century), IG II’ 3068 (344/3 boys), (?) IG I’ 3069 (344/3 festival 
uncertain), SEG 21, 694 (fourth century: Amandry 1976: 42). 


IG Il 3022 records past victories in the gymnasiarkhia and euandria at the Panathen- 
aia plus a boys’ chorus at the Thargelia (mid-fourth century, boys). 


* Other: IG II’ 1629.196-9, 325/4: trierarchic agon prizes announced at Thargelian 
agon. 


Peter Wilson 155 


the south side of the Acropolis from around this time may be part 
of a decree regulating the cult.” There is at any rate a suggestion of 
heightened activity mid-century—though as a matter of method we 
should not assume a simple correspondence between epigraphical 
developments and developments in cult practice.” The evidence 
becomes more abundant throughout the fifth and into the fourth 
century, when the cult of Apollo Pythios seems to have been identi- 
fied more closely with that of Apollo Patroos.” This is the period for 
which we are best informed about the festival and its agones from a 
variety of sources, but there is at least one testimony to the continued 
dancing of men and boys at the Thargelia during the period when so 
much goes quiet, the third century (see below p. 169).” 

The cult—with a choral contest still (or again) operative—also 
received the full attention of the civic authorities in the “époque 
de renaissance des cultes nationaux”™ of the later second century, as 
evidenced by an extensive decree of 129/8 Bc. This may represent a 
revival from near or total inactivity. What has often been overlooked 
in discussion of this important document is the decision to inscribe 
it on a reused khoregic dedication of the festival’s hey-day, the fourth 
century. The curved surface of a triangular base had been reworked 
so as to form a stele—a neat physical instantiation of the decree’s 
proud ‘renovation’ of the Classical cult.” 


* IG P 143, perhaps dating to c. 450: too fragmentary for sure conclusions, but 
line 5 suggests a regulation. The connection to the Thargelia could be more secure: 


____véappéa- 5 
[_ _ Oap]yertor 7- 
_v tot Oeor 


Vv 


*! Cf. Shapiro (1996) 102: ‘precisely because of the physical removal of the League 
headquarters from Delos, the Athenians felt it necessary to embrace more enthusi- 
astically than ever the cult of Apollo’. Cf. Hornblower (1992) and below pp. 175-82. 

2 De Schutter (1987) and below p. 182. 

> Mitsos (1970) 393-5. Cf. Parker (1996) 273. 

4 Sokolowski (1962) 39. 

* LSCG 14 = SEG 21, 469 and 694. Amandry (1976) 40-2 correctly dates the 
remains of the reused khoregic dedication. Sutton (1989) 101 is wrong on the date 
and festival; Ierand (1997) 361 gets the festival right but the date wrong. Cf. Mikalson 
(1998) 272-4. 
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PRACTICALITIES OF PERFORMANCE 


The performances of the Classical Thargelia consisted of two choral 
contests, a category of men and one of boys. There were five choruses 
in each category, and fifty members in each chorus.” The design seems 
to be modelled on, and so in this form probably post-dates, that 
for the Great Dionysia, with its tribally patterned two-times-ten 
choruses of fifty; except that at the Thargelia there were half the 
number of competing choruses. The Kleisthenic tribes (which had, 
after all, been selected by Apollo Pythios) were paired off— 
randomly, by lot, until some time in or near the 370s” and there- 
after, as Amandry has shown,” operating in fixed pairs, so as to 
produce the unique phenomenon of competing tribal choral ‘teams’. 
Economy may not be the only, or even the most plausible, reason for 
this arrangement. The desire to ‘mix’ constituencies of tribes further 
may be another.” If participation in choral contests was in any sense 
a means of reducing internal social tensions through ‘safe’ group 
cultural contest,” this further pairing of tribes will have taken the 
original Kleisthenic ‘mix’ a step further. A desire for distinction 
from the Dionysian pattern may also have played a part. The pool 
of available singing talent will have been twice that for Dionysian 
choruses. 

It is easy to see why the tribal pairs were fixed once and for all. 
The provision of khoregoi and the need to alternate the duty (and 
honour) between randomly paired tribes over successive years will 
have been a source of potential confusion and dispute. The normal 
operational arrangement seems to have seen the task of providing a 
khoregos for the (in total) ten choral groups assigned to one each of 
the tribes. Each tribe thus provided one khoregos each year, in one 
of the two performance categories. In the next year each tribe will 
presumably have had the obligation to provide a khoregos for the 
other category. Every tribe thus had choral representation (and, we 


6 For the number of choreuts: Wilson (2000) 119. 

*7 After 380 (SEG 41, 141) and by 365 (IG II’ 3065-70). 

*8 Amandry (1977) 166-9. Bodensteiner (1891) 71 first noted that the inscription 
formula for Thargelian dedications was modelled on that for the Dionysia. 

» Wilson (2000) 304. °° Cf. Wilson (2003). 
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assume, actual participation) in both categories every year; but only 
in every second year will the men or boys of Aiantis have had an 
Aiantid khoregos organising and ‘leading’ their performance.*! 

It has been plausibly argued that, until some date in the latter 
part of the fifth or early fourth century, there was in fact only one 
category of chorus—the boys.** Whether or not the men were a later 
addition, the overwhelming majority of evidence relates to the boys’ 
choruses,” and this surely reflects a real prominence, fitting to a cult of 
Apollo. For instance, we have a fascinating set of more than a dozen 
khoregic dedications, all from the boys’ category, covering a period 
from c. 365 to the late 340s. These are on cylindrical marble bases of a 
standard type, whose uniformity encouraged Amandry to describe 
them as having ‘une sorte de caractére administratif’.** Most of them 
were found together on the southern bank of the Ilissos and so may 
have come from an area of the Pythion especially devoted to the 
presentation of victors in the boys’ event. Such apparent systematisa- 
tion of boys’ khoreia in these decades may reflect a role accorded to 
choral training and dancing for Apollo as a precursor to the marked 


*' Thus Amandry (1977) 166 n. 4, the best discussion of the topic. The most 
important (though cryptic) text is Arist. Ath. Pol. 56.3. The subject is the arkhon’s 
reception of khoregoi appointed by the tribes: éwevra tapadaBwv tovs yopyyovs Tovs 
evyveypevous v7 TMV dudav eis Atovicia dvdpaow Kal TaLolv Kal KwpwLOois, Kal Els 
Oapyjrta avdpdow Kat waotv (etot & of pev eis Atovdara Kata dvdAds, ets Oapynrva 
(Se) dvotv dudaiv eis: mapéxer 8 ev wéper Exatépa trav dudawv). Cf. Rhodes (1981) 
624. 

* Evidence for men’s choruses: IG II’ 1138 (the Thargelian khoregiai referred to 
probably date from the early fourth century to c. 360); IG IP 3064 + SEG 18, 69, 
384/3; SEG 41, 141, 380/79. This is the idea of Ierand (1997) 242. But I do not 
understand how he can write on the previous page that Antiph. 6.11 attests ‘la 
compresenza agli agoni delle Targelie dei cori di uomini e di ragazzi’. In fact the latter 
part of $11 may imply the existence only of boys’ choruses. Having said he com- 
menced recruiting his chorus, the khoregos goes on to describe a series of actions that 
he did not need to undertake (imposition of fines, application of compulsion, etc.) 
which make better sense in the context of a boys’ chorus, when a khoregos must deal 
with parents. And the initial description of his appointment—Ezewd1 yopnyos 
KateoTaOny eis OapyyjAua—in not mentioning a category, may suggest that his 
audience knew there was only one (and that, notwithstanding the fact that they 
presumably knew this was a trial concerning the death of a boy choreut). 

> We have in addition the testimony that young well-born Athenian males danced 
for Apollo in another configuration probably related to the Thargelia (see below 
p. 166 on the Orkhestai). 

** Amandry (1977) 177; at 167 he reports the existence of three further such bases 
that are ‘anépigraphiques’: M 925, M 926, M 1145. 
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concern for paideia in the Lykourgan period that led, among other 
things, to the formalisation of the ephebeia c. 335. Prominence of the 
boys’ category would make ritual sense, too, in that it would fit nicely 
with the idea that these choruses restated, in a different, musical and 
human medium, the promise of the first-fruits in the thargelos.” 

The prize awarded at the Thargelia was a large bronze tripod. 
Although it has proved more difficult to deduce much about the size 
and shape of these tripods compared with their Dionysian counter- 
parts (because no good examples of the crowning block of stone that 
surmounted the cylindrical bases and onto which the tripod was 
affixed have survived), Amandry has shown that those awarded in 
the boys’ category stood somewhere in the region of a formidable 
2.1 to 2.8 metres in height.*® They were dedicated by their victorious 
khoregoi on an inscribed base and—like their Dionysian counter- 
parts—Thargelian khoregoi, or their friends, could later allude to 
their presence in the Pythion when speaking in court to demonstrate 
their civic virtue.” 

The epigraphic practice followed in these victory-dedications is 
distinctive for the prominence it gives to the khoregos. He is normally 
listed first, with patronymic and demotic, often as the victor 
(xopnyar éviras cf. IG P 964.2 of c. 440-430: dvéOyx[e]v vuxjoal[s]), 
though sometimes that is simply implicit (éyopyyer), with the two 
tribes following in the dative as the instruments of his victory (e.g. 
IG IP 3065: “Axapavrids [TavdioviS.). When included, the competi- 
tion category (zaidwr) is next, followed by the didaskalos, the aulos- 
player and finally, arkhon. The aulos-player only starts to be named 
at all in the fourth century. He is first securely attested in 384/3, after 
the didaskalos; and over the course of the relatively well-documented 


*> Paides may also have played a role in the procession: Y Ar. Eq. 729. 

°° Amandry (1977) esp. 202. 

*” Ts. 5.41, 7.40; cf. Pl. Grg. 472a. Wilson (2000) 201-5. Further on khoregic dedica- 
tions see the chapter by Goette above. Voutiras (1991-2) argues that a relief in the 
Louvre (Ma 756) is a Thargelian dedication that, uniquely, bears no sign of having 
housed a tripod. The relief—dated on stylistic grounds to c. 320-300—shows two 
adult males approaching Apollo as dedicators of a sacrifice, followed by seven (?) 
boys. Voutiras explains the absence of a tripod prize on a Thargelian monument by 
reference to the agonothesia. It is however likely that tripods continued to be awarded 
under the agonothesia, and the association of the relief with the Thargelia in 
particular (as opposed to Apollo) is far from proven. 
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period of 360-340, gradually wrests epigraphic priority from the 
didaskalos—and, definitively so, from 354 (SEG 26, 220).** 

In a very small percentage of cases the tribes are named as the 
victors (IG II’ 3072, late fifth to early fourth-century, SEG 27, 14 
of 361/0), which shows that this was a generic possibility but pre- 
sumably not the way the contest was normally conceived. That the 
prominence of the khoregos counted for much in the conception and 
memorialisation of Thargelian choral contest is also shown by the 
fact that the order in which the two tribes are listed is not neutral. 
When we are able to identify it, the khoregos own tribe always 
comes first. It is likely that such favouritism, however mild, trans- 
lated into the more practical realm of recruitment, training, and 
care of khoreutai.” Such partiality is further illuminated by a frag- 
mentary decree of the tribe Hippothontis (IG II’ 1153, mid-fourth 
century). In this, one Polynikos moves to honour a Metagenes, also 
of Hippothontis, for having voted for the victory of their tribe at 
the Thargelia: éxpiwe tiv [d]vAl[jv] vixdv Oapy/jAva. Metagenes is 
said to have ‘judged in a fine and just manner, and without taking 
bribes’. Given the parallels, the decree doubtless went on to praise 
Metagenes further and award him a crown (of olive or gold.) 
This document opens a fascinating window onto tribal back- 
patting, but also onto the attempt by one tribe to appropriate a 
shared victory as its own (note tiv dvdAnv vixay, in the singular) — 
even if that is only in the relatively secluded context of the tribe’s 
own meeting-place. If the tribal pairing was intended to be a mech- 
anism to nuance tribal allegiances, it has not succeeded here. We 
should assume that the khoregos of this chorus was also a Hippo- 
thontid. It would not be surprising if it were Polynikos himself, or 
a close associate of his. 

This fragmentary document raises, but tells us very little about, 
the issue of the mechanics of judgment at the Thargelia. It may imply 
that Thargelian kritai (judges) were appointed on some form of 


*® Amandry (1977) 178. 

* As much is implied rather than contradicted by the manner in which the 
Thargelian khoregos on trial in Antiphon 6 claims (§13) to have taken such pains to 
ensure that he had appointed to assist in his khoregia ‘another man of Kekropis [the 
tribe with which his own had been paired] who regularly convened his tribe’. 

* Jones (1999) 185. 
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tribal representation (as at the Dionysia), and at least hints at the 
existence of a similar system of regulation to that at the great 
dramatic and choral festival.*' Moreover, the virtuous terms in which 
Metagenes’ service as judge is described (excellence, justice, and free- 
dom from favour) suggests the common presence of their opposite 
vices in the process. 


POETS AND PIPERS 


We know the names (but little more) of about a dozen didaskaloi 
who performed at the Thargelia, and those of about ten aulos- 
players. Didaskaloi came to Athens for Apollo’s festival from a wide 
range of places, some of them well-known centres of musical and 
poetic excellence—Megara, Thebes, east Lokrian Opous (two), 
Sikyon, and Phleious. The Sikyonian was working with an aulos- 
player from his home city, the Phleian with one from nearby Sikyon 
(the dates are 344/3 and 359/8 respectively).” This is probably not 
a coincidence. It seems likely that aulos-players at the Thargelia were 
chosen (and paid?) by khoregoi once the khoregoi had been allotted 
their didaskalos, in which case collaboration between professionals 
(poets and pipers) with pre-existing relationships could work to the 
benefit of the production.” As the importance of the musical element 
increased, however, it is possible that the allocation of aulos-players 


“' Wilson (2000) 98-102; Marshall and van Willigenburg (2004) 103-5. 

© [E]pikouros of Sikyon, didaskalos at Thargelia 344/3, with Satyros, aulos-player 
from Sikyon (IG IP’ 3068); Hegemon of Phleious, didaskalos at Thargelia 359/8, with 
Alkathous, aulos-player from Sikyon (SEG 27, 16). For other known Thargelian musi- 
cians and didaskaloi see Stephanis (1988) and Sutton (1989) 125. 

* In the later fifth century didaskaloi were assigned by lot to khoregoi at the 
Thargelia (Antiphon 6.11), but this probably represents the allotment of order of 
choice (Wilson 2000: 68). We have no direct evidence as to how aulos-players were 
involved in the production, and practice is very likely to have changed over time. At 
the Dionysia in the mid-fourth century (D. 21.13) the arkhon used the lot to assign 
an order of choice of aulos-players. It seems that the role and hence the formal 
treatment of aulos-players came closer to that of poets: they ceased to be hired by 
poets and came to be allocated by the polis in a separate operation: [Plu.] Moral. (de 
Mus.) 1141d; Ath. 617b—c; Wilson (2000) 69, 336-7 nn. 85-6. 
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was also controlled by the polis separately with the use of the lot, as it 
was at the Dionysia by some time in the fourth century.” 

The ‘struggle’ for epigraphic priority between these two is one 
index of a shift in the relative importance of poet and piper. I have 
hesitated to translate the term didaskalos because there is some 
doubt whether those who ‘trained’ such choruses were always poets 
composing and teaching the words and music of new composi- 
tions.” Pantakles (of unknown origins) is one of the few didaskaloi 
we know to have performed repeatedly and successfully in Athens 
and at the Thargelia and about whom we know something more 
than a name.** His career spanned the second half of the fifth 
century.” Aristotle (fr. 624R) indicated in his Didaskaliai that he was 
a poet (zoinrys): the use of this term, and his inclusion in that 
work, may imply he was a ‘creative artist’ rather than simply a 
trainer. But the fact that Aristotle made the point at all (or that his 
Didaskaliai was later used to make the point) may suggest that it was 
in fact an issue.*® 


“* See previous note and cf. Amphis fr. 14 K-A, with Wilson (2000) 69-70. On the 
first day the pharmakoi were ejected to the sound of a special tune, the ‘tune of 
the fig-branch’ played on the aulos (Hsch. s.v. cpadins vdpwos). We can only guess as 
to whether this was played by one of the competing pipers. 

* The term d:Sacxadla could be used purely of choral training, with no neces- 
sary implication of poetic composition: Xen. Mem. 3.4.4; cf. Pl. Grg. 501le, where 7 
Tav xopav didacKkaria Kai 4 THv dOvpduBwv mroinois seems to be a way of des- 
cribing dithyrambic performance as a whole. But if Thargelian performances used 
pre-existing compositions and were in effect re-performances, we might expect the 
sort of epigraphic variation we find used to signal the re-performance of Timotheos’ 
Elpenor nearly a century after it was composed. The relevant phrase of the inscription 
(IG IP 3055, of 320/19) reads: ‘Pantaleon of Sikyon played the aulos. The song 
(afoua): the Elpenor of Timotheos.’ On the issue see Amandry (1977) 177 n. 21; 
Robert (1938) 31-5. 

“© Stephanis (1988) 352; Makres (1994) 288-9. 

” The evidence for Athenian victories: c. 450-444, with Akamantis (SEG 10, 
322 = IGP 958; c. 430-20, with (?)Aigeis (SEG 26, 44 = IG I’ 959: Amandry (1977: 
183-5) argues this is a Thargelian victory); another with unknown tribe (IG I’ 967); 
another with Antiokhis is likely (St. Byz. 142, 10, Arjvn). He was also didaskalos for 
Erekhtheis and Kekropis in the unhappy khoregia of Antiphon 6, c. 419: Wilson 
(2000) 116-20, cf. 68. 

*® Harpokration preserves the fragment of Aristotle’s Didaskaliai: 1 96.6: 671 yap 
6 IlavrakAjs Tountis, SedjAwKev “ApiototéAns ev tais AiacKadiais. Though we 
know so little about the Didaskaliai, if it was little more than an (annotated?) com- 
pilation of epigraphic evidence, a reader may have had not much more to judge 
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In this period the line between choral poet and musician 
was blurring, as musical composition per se took on far greater 
prominence, and pipers like Pronomos of Thebes were known 
for musical and poetic composition, as well as execution and tech- 
nical innovation;” when song, and perhaps dance, had become 
increasingly virtuosic and a pipeplayer could take over the training of 
a Dionysian chorus when its ‘corrupt’ didaskalos absconded.” 

The case of Oiniades throws a little more light on this issue. In 
the entire Athenian epigraphic corpus, he is the only aulos-player 
to be recorded on a victory-monument with the addition of his 
patronymic.”' The reason for this special honour is clear enough. 
This was the son of the most famous aulos-player of antiquity, the 
great Pronomos of Thebes. Oiniades was (at least) twice victor at 
the Thargelia: once in 384/3, the second time a full thirty years later, 
in 354/3.* And he too is known to have been a poetic and musical 
composer in his own right. The Kyklops of Oiniades was performed, 
by the famous aulos-player Timotheos of Thebes, also in 354.” 

One other name stands out among known Thargelian didaskaloi: 
a Eukles, who was victorious at the Thargelia at least seven times in 
a ten-year period around the middle of the fourth century.” In all 
the cases where the category is known, these were boys’ choruses, so 
Eukles may have been a specialist. His career coincides with what 
looks like an administrative ‘rationalisation ‘ of the Thargelia— 
perhaps, as I have suggested, motivated in part by increased polis 
attention to the choral training of the young. 


by than ‘édidacxe’. It is impossible to decide whether the Pantakles mocked by 
Aristophanes (and Eupolis ?: fr. 318 K—A) is the same man. Storey (2003: 275-6) is 
inclined to think he is. 


® Paus. 9.11.5-6. 

° D. 21.17. 

*' A possible second case: Lamprias on IG II’ 3029 (Stephanis 1988: no. 1528), 
partly restored. That he was probably an Athenian (thus LGPN vol. 2) may be 
relevant to this choice. 

°° SEG 18, 66; SEG 26, 220. 

°? Duris FGrH 76 F36 = Didymos » D. 11.22, col. 12.43ff. Some (Raubitschek 
in Hesperia 1960: 86, and Foucart before him) emend the text to make this a reference 
to Timotheos of Miletos’ Kyklops. 

** Wilson (2000) 304. Eukles was probably an Athenian, since no ethnic is given on 
any of the extant monuments. 
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IN THE GARDENS BY THE ILISSOS 


The question of where Thargelian choruses danced has only very 
recently been posed.” Epigraphic and other evidence speaks of 
‘gardens’ («qj7ov) in connection with the Pythion.° Did these 
provide a suitably open space within the sanctuary, or on the 
banks of the Ilissos nearby, in which choruses of fifty men and boys 
could dance, sing, and be viewed by a large audience?”’ That is 
possible, and an important lesson of Csapo in this volume is his 
reminder of the impermanence of the seating structures of the 
theatre itself before c. 335, and of the availability and ready use of 
mobile, temporary seating. Perhaps such seating was also used in the 
Pythion. 

The alternative would be to imagine that the performances were 
held in the theatre of Dionysos, at least from a date when that had 
become ‘the’ place for large-scale choral contest in Athens. But apart 
from pure ‘theatrocentric’ prejudice, the only possible indication of 
this in our sources is the fact that a meeting of the assembly may have 
been held in the theatre of Dionysos after the Thargelia, as it 
was after the Great Dionysia, to discuss the conduct of the festival, 
especially allegations of misconduct actionable under the probole 
procedure.” If the agones did take place in the theatre, the con- 
sequent disjunction between the localities of thysia (sacrifice) and 
agon makes it is easier to see why the sense that these choruses 
were somehow oddev mpds tov "ArdAAwva (‘nothing to do with 


°° Leduc (2001) 24. 

°° SEG 21, 469.26-7: sacrifices and processions held év rj. OapynAtwv €op[ 7H] 
ev Know. At 34ff. the agon is described as taking place [zplos rod [Tv@iov. 
Mikalson (1998) 273 translates ‘near the Pythion’, but I suspect this may mean ‘for 
the Pythian’. See also Paus. 1.19.2. 

*” Leduc (2001) 25 thinks the Pythion itself was too small to accommodate many 
spectators. 

8 D, 21.10, the law of Euegoros. MacDowell (1990) 14 infers the existence of a law 
relating to the Thargelia like that for the Dionysia in D. 21.8. See Scafuro (2004) 
esp. 132-3. She very convincingly revives Drerup’s reading of the MSS at 21.10 of 
KAOA OAPIHAIQN, ‘just as at the Thargelia’. This would restrict the law 
mentioned at 21.10 to festivals of Dionysos but also imply that another law already 
existed about the seizure of property at the Thargelia when it was framed. 
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Apollo’), and more about spectacle than piety, might have taken 
further root. 

Wherever they sat, just prior to the agon, a Thargelian audience 
heard the herald of the council announce the gold crowns awarded 
to victors in another important civic agon—the annual contest 
between trierarchs in preparing their ships for service.” That such 
honouring of the city’s economic élite was at home as a prelude to 
the performances of the Thargelia is interesting, though most will be 
content with the pragmatic explanation that this festival coincided 
best with the demands of the military calendar. But if Apollo’s 
Pythian cult at some time looked in some way to the Athenians’ 
mastery of the sea, this honouring of trierarchs will have been all the 
more appropriate. 


THE PROBLEM OF GENRE 


This ‘problem’ is well known and easily stated: at Athens’ most 
important city festival for Apollo, we apparently find him honoured 
by the performance of dithyrambs for the observable course of the 
Classical period, while we look in vain for performances of paeans or 
kitharodic nomoi in his honour in Athens.” 

The solution has taken three avenues: the first is, in effect, to 
embrace Platonic despair and to concur with the vision of a decline 
into generic and religious chaos, propelled by growing democratic 
political self-confidence, conjured by Laws 700. But this is to treat 
the atopic fantasy of the Laws as an eye-witness, objective account 
of Athenian cultural history, which lays the blame for this generic 
confusion at the door of those ‘leaders of unmusical illegality, poets 
who though by nature poetical, were ignorant of what was just 
and lawful in music ... [and who] in a Bacchic frenzy and unduly 
possessed by pleasure, mixed dirges with hymns and paeans with 


» At least in the fourth century: IG II’ 1629a, 196ff.; cf. [D.] 51.1, 6. See below 182. 

eo Pickard-Cambridge (1962) 4, 32; MacDowell (1990) 230, 234: ‘dithyrambs’; 
Simon (1983) 78: ‘contests of dithyrambic choruses of boys and men’; Ierano (1997) 
248: ‘agoni ditirambici’; Matthaiou (2003a) 90: dydves diOupdpBov. Others are 
more cautious: e.g. Parke (1977) 148: ‘hymns at the Thargelia’. 
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dithyrambs.’*' The hedonistic Athenians long ago lost the ability 
to distinguish a paean from a dithyramb, and so the ‘problem’ of 
dithyrambs for Apollo at the Thargelia is merely one symptom of the 
broader problem of Athenian religious, performative, and political 
chaos.” 

The second solution is denial: these were in fact paeans, though 
no ancient document comes close to describing them as such. Or 
else they were ‘Apollo’s other genre’, the kitharodic nomos.™ This last 
is one theory at least that can be proven wrong, since epigraphy 
makes it abundantly clear that these were choral events, and that their 
musician was an aulos-player, not a kitharode. 

The third avenue is a more honest variant on denial and despair— 
the attempt to save the phenomena, and to argue that dithyrambs 
were (or became) a suitable form of song-dance with which to 
worship Apollo.” Proponents of this view offer a variety of argu- 
ments. They point to Apollo’s familiarity with the dithyramb—or at 
least, of its beginning and end—from his Delphic sanctuary, on 
departure and arrival in the winter months; and to Aiskhylos’ 
description of ‘Apollo in ivy, the bacchic prophet’ 6 kicceds 
ArdrAdwv, 6 Baxxerdmavris (fr. 341). Then there is the broader 
sharing of cult at Delphi and elsewhere between the brothers, 


*! PL. Lg. 700a-701a; cf. Grg. 501e. 

°* Modern scholarship has shown itself unusually willing to accept this Platonic 
vision of generic and more broadly cultural decline uncritically, and to judge 
the practitioners of music and poetry in the late fifth and early fourth century 
accordingly: see Csapo (2004), Csapo and Wilson (forthcoming). One of the 
paradoxes of over-reliance on this passage is that the relation between paean and 
dithyramb has come to be seen as more polarised than it was in practice. Contrast 
our earliest text that presents a relation between these two ‘genres’, Pindar Threnos 
3 = fr. 128c: here paeans and dithyrambs are complementary, and contrasted rather 
with varieties of threnoi. Calame (forthcoming). 

° Bodensteiner (1891: 48): hyporchemes for the boys, paeans for the men. 
Colin (1905: 13) is even more imaginative, introducing contests of rhapsodes and 
kitharodes held in an ‘old’ Odeion on the banks of the Ilissos. 

* Rutherford (1995). 

® E.g. Ierand (1997) 170-1. The most straightforward testimony is a scholion to 
Dionysios Thrax Grammatici Graeci I, 3, p. 451 Hilgard: Av6dpauPos éort roinua mpos 
Avovucov diddpevov 7 ™pos "ArroAAwva, mapamAoKas toTopi@v olkeiwv (epiexwv); 
cf. An. Ox. IV, 314 Cramer (= Ierano 1997: 25, test. 33). 

°° Pickard-Cambridge (1962) 4; with greater subtlety, Calame (1990) 364-9. 

°” West (1983: 70) distributes this phrase between Orpheus and the chorus so that 
the two were distinguished rather than assimilated; cf. Eur. fr. 477 (Likymnios). 
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including the tradition that Dionysos had a tomb there;® the fact 
that we have Philodamos’ paean, unmistakably composed for Bro- 
mios,” as well as the evidence discussed here by Ceccarelli and 
Milanezi that Apollo in Cyrene apparently received dithyrambs that 
were very explicitly described as such; that the tripod awarded as 
prize for dithyramb at the Athenian Dionysia, as at the Thargelia 
(and also dedicated to Dionysos at Orkhomenos in Boiotia), is a 
markedly Apollonian object;” and that at various points in the 
Classical period, and certainly later, the iconography of the two gods 
shows some remarkable swapping and merging of attributes.”’ We 
could add to this list some other features of the Thargelia that hint 
at the meaningful co-presence of Dionysos. There is the strange, 
faintly Dionysiac name of ovBaxyou given to the scapegoats; and the 
possibility that the guild of young Athenian noble dancers who per- 
formed around Apollo’s temple in the context of the Thargelia were 
kitted out as Silens (unless they were in fact wearing Theran cloaks, 
which would be easier to accommodate to Apollonian principles).”” 
All the same, a distinct unease persists, particularly on the part of 
historians of religion.” We need to pull away from the restrictive 
arguments of later generic criticism, which throws a long shadow 
that obscures its very object of study,” and start instead by asking how 
the Athenians who participated in these performances in the Pythion 


°° Plu. Mor. (de E) 389c. Cf. the sacrifice to be performed for Dionysos and no other 
in Apollo’s month of Apellaios at Delphi by the Labyads: Homolle (1895) esp. 12; 
Rougemont (1977) no. 9. 

® See esp. Kappel (1992) 222-84. 

” Tripods at Athenian Dionysia: Amandry (1976); for Dionysos in Orkhomenos: 
Amandry and Spyropoulos (1974). Note also the eight marble thrones in the theatre 
of Dionysos for priests of Apollo: Maass (1972) 103-4, 107-8, 123-4, 128, 135-6, 138, 
140. 

7! Moret (1982); Stewart (1982). 

? otBaxxou Hellad. ap. Phot. Bibl. p.534b; Calame (1990) 308. The young 
Athenian dancers are the Orkhestai mentioned by Theophrastos (fr. 119) in his On 
Drunkenness, and said to have worn iudatia trav Onpakdv. LSJ translate Oynparkov as 
‘a dress worn in the satyric drama at Athens, invented in the island, Thera’. I assume 
this is based on Poll. On. 4.118: cat 76 Ojpasov 70 Avovvarakorv, Kat yAavis avOivn, Kal 
powikav iwatvov, Kat xopraios, xiT@v daavs, ov ot Lewdyvot popotow. 

” Confronted by Parker (1996) 95. Deubner (1932: 198) referred only to 
“Manner- und Knabenchoren.’ 

™ Some recent work on lyric poetry has tended to undermine a tenet of generic 
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themselves in the first instance described them; and then, more 
broadly, how they conceived of them. 

The answer to the first question is relatively easy, and revealing. 
They called them two things: the ‘men’ and the ‘boys,’ or ‘the men’s 
chorus’, and sometimes in the genitive plural (avépav, waidwv) 
with the ellipse of the word ‘chorus’ (or perhaps ‘contest’) common 


in the terminology of festivals.” And they called them Kixdvor yopol 


or ‘circular choruses’.”” These two formulations are always used of 


the performances at the Thargelia, from epigraphic records to public 
oratory to the descriptive systematisation of the Ath. Pol. The 
word dcbupauBds is never used of them.” That is not to say that 
the scholarly presumption that the Athenians thought of them as 
dithyrambs has no basis whatever. Its principal basis is a scholion to 
Aiskhines’ Against Timarkhos that states bluntly that in the Athenian 
context ‘dithyrambs are called circular choruses’.” And it is sup- 
ported more generally by the way in which, in comedy, the term 
SOvpauBorrods is used of poets who produce xv«dvor yxopoi.” 
But very few people have gone to the trouble of asking just why the 
expression kyklios khoros in particular took on such prominence at 


criticism that stresses a tight correlation between type of song and (divine) recipient: 
cf. e.g. Rutherford (2001) esp. 36-58, 86-9 on the paean; Calame (forthcoming); 
dAlessio (forthcoming) is an important contribution. 

a avdpes, aides e.g. Arist. Ath. Pol. 56.3; Wilhelm (1909) 148-9. IG I? 1138 
shows the use of the dative (dvdpdct, wavoi) to describe the events; cf. dvdpuxds 
xopoés at Lys. 21.1, 6; Krates fr. 27 K.-A.; D. 39.234. Dedicatory inscriptions with the 
event-markers dvdpaév and zaiSwv: the ‘Fast? of the Dionysia: IG II’ 2318; many 
khoregic dedications, e.g. IG II’ 3038-3040, and now proposed for the Atarbos base 
(IG I’ 3025) by Shear (2003a) 166-8. As the inscription published in this volume by 
Ma shows, the use of the genitive plural 5:0upduBav as the header for an agonistic 
event is possible (in second-century Teos), but there it is further qualified by the term 
d.owa—‘With the song The Horse’—already used in the last quarter of the fourth 
century in Athens: see above n. 4-5. 

7 KbKALOS xopos of the Thargelia: Suid. s.v. ITb6vov (73130); Phot. 7472.25. 

” Cf. d’Alessio (forthcoming): ‘apart from the book of Bakkhylides’ Dithyrambs, 
there is no literary or epigraphic text mentioning “dithyrambs” performed outside of 
a Dionysiac context’. Ceccarelli (forthcoming) is an important discussion of the 
evidence of the Hellenistic period. See also Kappel (2000). 

8 » Aiskhin. against Timarkhos 10, discussing Athenian practice: Aéyovra: dé of 
dObpapBor xopol KvKALOL Kal Xopos KUKALOS. 

” Ar. Av. 1377-1409, with » 1403a, on Kinesias: cu«dAvodiSdoKadov: qyouv Tov 
dOvpapBomrovov. Cf. Ar. Nu. 333; Ra. 366. 
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all in the language of festivals in Athens and beyond, and just what its 
relation to the term d.dupauBds is.* I would suggest that the reason 
lies in its blandly modal form of expression, stressing the shape of the 
dancing chorus and so avoiding any more explicit generic, or cultic, 
markers. To that extent it is not a generic term at all, as commonly 
understood in the study of Greek lyric poetry. 

Apollo was worshipped with contests of circular choruses, just as 
Dionysos was. In Athens, the songs for Dionysos were the privileged 
form that such circular choruses took, and their predominance may 
have caused features of the Dionysian kyklios khoros to migrate to 
their Apollonian counterparts, in the way that sharing and mixing 
of forms had always been characteristic of Greek religious and 
poetic expression. But kyklios khoros was never an exact synonym for 
“dithyramb’. It was in the first instance a description of a format of 
performance that represented a larger category than “dithyramb’, but 
which was closely associated with it in Athens.*' There were evidently 
reasons why even in the case of the Great Dionysia the two major 
choral events for Dionysos tended to be known as ‘circular choruses’ 
rather than simply ‘dithyrambs’. The use of the somewhat blander 
term in that context may register the fact that an issue of perfor- 
mative and generic change is at stake.’ There is surely a core of 


*° Fearn (2003) is an important exception; also d’Alessio (forthcoming) and Cec- 
carelli (forthcoming). Cf. Pickard-Cambridge (1962) 32: ‘The name “circular 
chorus”, which always means dithyramb’. 

*! And, perhaps, in Thebes: in Pindar’s dithyramb for the Thebans (fr. 70B.1-5, 
with d’Angour 1997), the ‘song of dithyrambs’ is described as taking on a new form 
in which ‘the young men are stretched out in well-centred circles’ (Siavéa[7Jalvrar 
be vov evo] udaaAlous Kv/] KXovot veaviat). 

*? Athen. 4.181c describes the distinctive culture of mousike at Athens as follows: 
TOV pev "Adyvaiwv tovs AvovuvcitaKovs xopovs Kal TOUS KUKAioUS Tpotyu@vrwyv— ‘while 
the Athenians preferred Dionysiac choruses and cyclic ones’. It would be possible, as 
Fearn (2003: 130) argues, to see a disjunction here between Dionysiac and ‘cyclic’ 
choruses, if only in Athenaios’ mind. The modal nature of «vxAros as a competition 
category is also suggested by the evidence of third-century victor-lists from the Koan 
Dionysia, where the genitive plural «vxAtwv, used as an event marker (see n. 75 
above), is qualified (we might say, given generic character) by the addition of ra 
muppixat (e.g. ED 234, A.9-11, 21-3); cf. Ceccarelli (1995). For signs of the early 
debate about the ‘genre’ dithyramb see the reference to the quarrel between Kalli- 
makhos and Aristarkhos in POxy. 2368 col. I.8-20; and the remains of the learned 
discussion preserved in the context of an analysis of Pindar’s Theban dithyramb in 
PBerol. 9571v: Ierano (1997) test. 219; d’Alessio (forthcoming). 
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abused truth in the Platonic image of Athenian culture: the massed, 
spectacular dithyrambs of the Dionysia, and—perhaps to a lesser 
extent—the kyklioi khoroi of the Thargelia became ‘theatricalised’ 
choruses under the impact of developments in music that grew 
principally out of the increasingly competitive, professional—and 
lucrative—sphere of the Dionysia. Just what impact these develop- 
ments had on the choruses of the Thargelia in particular is very hard 
to say: they might have been similarly ‘theatricalised’; or they might 
have become something of an enclave for a less ‘modern’ form of 
performance. 

I have already begun to broach the second, more difficult 
question—Athenian attitudes to these performances. I have sug- 
gested that we should stop viewing these contests as an embarrassing 
accretion to a first-fruits festival of civic cleansing and, more broadly, 
break down the presumed disjunction between choral agon and 
the rest of the festival, a disjunction driven by interpretatio Platonica, 
but not present in other Athenian sources. I add to this discussion 
a document that appears never to have been properly integrated 
into the literature on the festival. It is a fragmentary inscribed stele, 
published in 1970 by Mitsos (Athens, E.M. 6117; Fig. 16): 


Joowos eee 
]tepws Al 
]owpwos Zul 
Jopwas 
]yabos Em[ 
]Soxas Pod[ 
|vos P| 
Jev de[ 
Jos Dol 
]vdpos En{ 
(6) Bpos 
Oapyn- 
Aliwv 


The upper part of the stone, which is broken at the top and right- 
hand side, has a catalogue of fragmentary names in two columns. 
The lower part has a carving of a vessel, possibly intended to suggest 
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Fig. 16 A third-century stele from Attica with two columns of fragmentary 
names and a vesssel with the word Thargelion inscribed on it. 
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bronze, with the word @OapyyAiwy inscribed across its body. This 
must be a depiction of the very thargelos full of the stew of seeds that 
was the central ritual object at the Thargelia.*’ And the two columns of 
names are very likely to be those of the men and the boys who were 
in the winning choruses of a particular year. Underneath the names 
and above the vessel are what appear to be the remains of the words 
‘The Demos’, in slightly larger letters. This implies it was erected by 
the polis, and suggests the existence of an agonothesia in connection 
with the festival by this time. 

Apart from presenting a neglected item of evidence for the con- 
duct of the Thargelia in the third century and the persistence at it of 
choral performance, this document illustrates very nicely that the 
Athenians may have been predisposed to see quite a close relation- 
ship between the central ritual event of the festival and its choral 
agones. 

A better knowledge of the mythology relating to the festival would 
doubtless give us further insight into the role the choral agones 
played in it. What we do know suggests that the ritual patterning 
continued at the level of myth. It is likely that the—or a—mythical 
aition of the purification rite was the story of the Athenian murder of 
Minos’ son Androgeos, and the need to cure the city of the disease 
that resulted from it.* If so, we might propose that the model for 


*® Hsch. and Suid. s.v. Oapy7Aca. This is more likely than, as Mitsos (1970: 394) 
suggests, that the vessel is a prize given to the choruses. The word must be the 
genitive plural of the festival name (@apyyAiwy) rather than the month-name 
(OapynAwr). 

** The prominence of ‘The Demos’ in this document recalls agonothetic inscrip- 
tions of the period, with the preface 6 dios éxopiyeu: see Xenokles’ monument of 
307/6, IG I 3073 with Wilson (2000: 273) and Goette in this volume; and Lambert 
(2003) for the convincing suggestion that the dedicator of this monument was in fact 
Xenokles’ brother, Androkles. In the second century there appear to be agonothetai 
(plural) of the Thargelia (might these be past officers processing?), and khoregoi are 
involved: SEG 21, 469.34ff. However Stephen Lambert cautions (per litteras) that the 
restoration [6] dyy[os] is far from certain (a name ending in -demos is also possible), 
and that the deduction of an agonothesia at this time is correspondingly insecure (a 
prize or honorific reward granted by the demos could also be imagined). 

*° Thus Hellad. ap. Phot. Bibl. 279, p. 534, after a description of the pharmakos- 
ritual at Athens: 76 dé kabapovov TOUTO AotiKav voowv amoTpoTiacjpos WY, AaBov Typ 
apxnv amo “Avdpdyew tod Kpnrés, 0} tebvnkdtos ev tais "Abjvais tapavouws THv 
AowrKyy évoonoav ot "AOnvaior vooov, Kal éxparter TO €0os det kabaipew THY TOAw Tots 
pappakois. 
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the dancing paides of the Thargelia was in some sense the group of 
youths taken to Krete by Theseus as tribute for the murder—and 
brought back again, via Delos (and this mythic thread between 
Pythian Apollo and Delos is noteworthy).** 

The mythology of that great role-model to Athenian youth, 
Theseus, is further associated with the Pythion. He had a dominating 
presence in the region.” Pausanias (1.19.1) associates the Delphinion 
closely with the Pythion, and this was the site of Aigeus’ royal palace 
(Plutarch, Theseus 12.3). It was also the site of a renowned deed of 
early youthful power by Theseus. Newly arrived in the city, dressed 
in a long robe and with well-coiffed hair, he shocked the work- 
man building the temple who mistook him for an unmarried girl 
by hurling the oxen from his waggon higher than its roof. The story 
is obviously one appropriate to the rituals of transition from boy- 
hood to early manhood, and might make us ask whether the boys’ 
agon of the Thargelia that took place in this region represents a 
cognate expression, at the broad level of cyclical civic festival, of 
the same concerns. At any rate, the mythology of the great 
Athenian synoecist and ‘purifier’ par excellence is entirely fitting for 
the Thargelia, and is likely to have found expression in its kyklioi 
khoroi. 

In this context I would add further weight to arguments put 


*° At some time the ills of the first day were associated with a religious transgres- 
sion. Harpokration, citing Istros’ Epiphanies of Apollo (FGrH 334 F50, third century), 
indicates that the pharmakos-ritual was a mimesis of the punishment by Akhilleus 
and his men of the theft of sacred phialai of Apollo by one Pharmakos (who may 
have been the priest of Apollo). The fact that this is preserved as a gloss on a speech of 
Lysias (Against Andokides, for impiety 6.53) gives us reason to believe that it describes 
the pharmakos ritual as it existed in Athens. Might those Orkhestai from the ‘first’ 
families of Athens who danced about the temple (Thphr. fr. 119) have been imitating 
the actions of Akhilleus and his men? Harp. Lexicon in decem oratores Atticos 
(G5) Dappaxds: Avoias ev rat Kar’ Avdoxidov doeBetas, €f yvnowos. S00 dvdpas 
Adjvnow e&jyov kabdpora €copevous THs TéAEws ev Tois OapynAiots, Eva ev bTep THV 
avdpav, eva & drép THV yuvarkav. 67 dé dvopa KUpLoV €oTw 6 Dappakos, tepas dé fudAas 
Tob “ArdéAAwvos Kré&pas aAovds bd THY TEpt TOV “AyiAdéa KaTeAcbaby, Kal Ta Tois 
Oapynrious ayomeva TOUTWwV dropinuata éotw, lotpos év a TOV *ArroAAwvos émipa- 
ver@v elpnxev. The variant reading fepeds for iepas makes Pharmakos the name of a 
priest of Apollo who stole the phialai. The fall of Troy was at some stage associated 
with the ‘good’ of the second day: Damastes FGrH 5 F7; cf. Hellanikos FGrH 4 F152a. 

*” Plu. Thes. 14.1, 18.1, 22.4, 27.4; cf. Wycherley (1963) 78. Musti and Beschi 
(1982) 328-9. 
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forward by others that Bakkhylides’ poem, the Theseus (18), was 
probably composed for a boys’ chorus at the Thargelia.** The 
comparatively simple style and structure of the song point in the 
direction of boys, with its clear role for a leader in the “Aigeus’ figure 
which might well be undertaken by an older singer, or perhaps 
simply by the most accomplished pais, perhaps even by their 
khoregos. The intense focus on the sheer physical power and military 
potential of the unknown ‘boy at the threshold of manhood’ (zaida 

. tpwOyBov 56-7) making his way to Athens from Troizen, also 
fits such a context very well. And when the chorus attempts to calm 
their fears in lines 12-15, they may hint—extra-diegetically—at their 
own identity as neoi, as they sing to Aigeus: ‘you, if any mortal, have 
the aid of valiant youth (dAkiuwv éemicoupiav ... véwv) at hand, 
O son of Pandion and Kreousa!’ In this, they are surely proffering 
themselves as neoi ready to come to the aid of the Athenian king. 
Only here is Kreousa made the wife of Pandion and mother of 
Aigeus.” Has the lineage been made to fit performance by a com- 
bined chorus of Pandionids and Aigeids? 

The narrative and dramatic tension that drives this short choral 
song derives its force from a productive irony. Its participants and 
internal audience—both Aigeus and the Athenians—are ignorant of 
the identity of the awesome youth announced as making his way 
to ‘brilliant Athens’, while the external audience ought to know 
what is going on at least by line twenty, with the mention of Sinis. 
In addition to the various exploits narrated in this poem, the 
external audience very probably knew too that Theseus had 
already been required to recover the sandals and sword left 
under a rock by his father on the road from Troizen to Hermione 
that were the tokens of his birth, and that he was bearing these 
to Athens with him.” Quite apart from the immense dramatic 
force with which this endows the song, this dynamic of carefully 


%8 Jebb (1905) 235. Maehler (1997: 212) suggests a possible link with the Thargelia 
as a festival of purification, given the role of Theseus as ‘purifier’ here. As he notes, 
there is no evidence to suggest that the Theseia ever hosted choral performance 
(Merkelbach 1973 argued for performance by an unattested ephebic chorus there). 
Zimmermann (1992) 100 for a boys’ chorus. 

8 Jebb (1905) 392-3. 

 Jebb (1905) 230. 
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constructed ignorance and uncertainty would also be especially 
fitting if, as many believe, it was within the context of the 
Thargelia that some phratries met to perform their function of 
admitting new members by recognising naturally legitimate and 
adopted children presented by their fathers.”' In this performance the 
paradigmatic Athenian recognition of son by father is anticipated 
with all the anxiety and fear appropriate to the preliminary phase 
of so significant a ritual transition, an anxiety exemplified in the 
mythic variant which saw Medea try to murder the young Theseus 
on his return to Athens—and the spot where the poisoned cup 
fell was enclosed in an area of the Delphinion, adjacent to the 
Pythion.”” 

Bakkhylides’ Theseus is the most likely candidate for a choral song 
designed for the Thargelia, but in truth we have no single text that 
we can confidently declare to have been performed there. There is 
no sign that the Athenian polis kept records of the choral poets (or 
pipers) who performed at any of their festivals, or of their works, as 
they may have for tragedy and comedy (nor, for that matter, that 
individual tribes did so). In the so-called Fasti of the Great Dionysia 
only the names of victorious tribes and of their khoregoi are recorded 
for dithyramb.” Neither the traditions of transmission, nor such 
texts as survived, supplied the information to permit the inclusion 
by Hellenistic scholars of editorial details of the kind Oivyidais 
Kat Aiavridais ets OapyyjAa waidwy or the like. At some point it 
became one possible editorial practice to collect some choral songs 
by reference to their thematic titles, as with Bakkhylides, whose 
‘dithyrambs’ are collected in alphabetical order.”* Many of these are 
in all probability what (at least in the Athenian context) would be 
termed kyklioi khoroi, for they demonstrate characteristics which 


*! Lambert (1993) 216-17; cf. Parker (1996) 104-9. 

* Plu. Thes. 12.3. 

°°? Though the fact that Aristotle in his Didaskaliai mentioned Pantakles (see above 
p. 161) may point to the existence of more extensive production records that covered 
non-dramatic performances; or it may indicate that this is another Pantakles, or that 
the choral poet also composed drama. Cf. Milanezi (2004). 

** The earliest clear example of this is the inclusion of the title of a dithyramb by 
Timotheos, the Elpenor, on the architrave of the monument of Nikias that dates to 
320 (above n. 45). 
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prompted the employment of the broader and less explicit category 
of kyklios khoros, in particular the inclusion of extensive heroic narra- 
tive which might have little or nothing to do with Dionysos.” 


THARGELIA AND DELIA 


The remainder of this chapter turns to a more speculative argument: 
my suggestion is that the Athenians exported choral practices they 
had developed in their domestic festival of the Thargelia to the great 
festival for Apollo ‘abroad’—on the island of Delos that was, for 
much of the Classical period, effectively offshore Athenian territory. 
The effect (and probably the aim) was to make the extremely 
malleable circular chorus available at the heart of the league and 
empire to forge and validate in performed myth the city’s hegemonic 
cultural and political identity—and, moreover, to involve the allied 
states themselves in the performance. 

The Delia under Athenian management certainly had a contest of 
choruses. The Athenians manufactured tripods to be awarded as 
victory-prizes (vixy7jpia) in this agon, and saw to their transporta- 
tion from Athens. The same ship also carried a number of Athenian 
choruses and bulls that were doubtless to be sacrificed as part of the 
same festival.”° As part of the process of purifying the island and 
developing the festival in 426, the Athenians rejuvenated a contest 
that had fallen into decline.” It may be from this date that the model 
of the Thargelian agones became particularly influential. But poor 
relations with the Delphian cult for much of the fifth century, com- 
bined with the Athenian drive to forge an identity as the leader of a 
maritime alliance centred on Delos, will have been reason enough to 


* For further argument along these lines see Fearn (2003). Cf. now Negri (2004) 
on the Alexandrian editorial treatment of Pindar. 

°° IG IV 1635aA, esp. 33-9 = I.Délos 98; Rhodes—Osborne no. 28: accounts of 
the Athenian administration of Delos, 377-3. See Rutherford (2004), especially on the 
relation between the Athenian theoric chorus and the competitive choruses on Delos. 
I suggest that any chorus sent could have been both ‘theoric’ and competitive. 

” Th. 3.104.2, 6. Cf. the Pythian oracle recorded in D. 21.52 that ordains the 
setting-up of choruses after a plague. Hornblower (1991) 519. 
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promote a link between the domestic Pythian and the Delian cults 
from a date much earlier in the century.” 

The reason for positing a direct connection with the Thargelia 
rests on a very material basis. The tripods taken to Delos by the 
Athenians were the same in size and design as those awarded as 
prizes at the Thargelia.” How much else came with these ‘Pythian’ 
tripods—and precisely when—we cannot say. The Delian tripod 
bases have no surviving inscriptions, and can be dated only very 
generally to the fifth or fourth centuries. But prizes are highly sym- 
bolic items and the distinctive badges of their particular festivals, so 
we should not underestimate the import of this connection. There 
can be little doubt what it signifies: this was worshipping Apollo in 
the Athenian way. 

Thargelian influence on the Delian festival would also help explain 
the fact that, in Athens, Apollo Delios could be identified with Apollo 
Pythios of the Thargelia. In describing a group of young Athenian 
dancers called the Orkhestai, for whom as a youth Euripides served as 
cup-bearer, Theophrastos locates their activity ‘about the temple of 
Delian Apollo’ and goes on immediately to add: ‘this is the Apollo 
for whom they conduct the Thargelia’.'"°° On my hypothesis, such an 
association between Delian Apollo and the Thargelia is perfectly 
intelligible: the ‘temple of Delian Apollo’ was that in the Pythion 
itself, which through its links to the cult on Delos could be referred to 
as a sanctuary of both Delian and Pythian Apollo.'” A distinguished 


°8 The activity in 426 may have mirrored an operation undertaken by Peisistratos 
during the first purification (Ierand 1989; 1997: 281)—and he had promoted the cult 
of Pythian Apollo at home. The expulsion of Thargelian pharmakoi was said to purge 
plague from the city, so the festival and its choruses may have taken on special 
prominence in the wake of the cleansing of the city of Athens itself from plague in 
430; and likewise, in cleansing Delos a few years later, Thargelian choruses will have 
presented themselves as a suitable ritual model. Tz. Chil. 5.726-30; Hedrick (1988) 
209. 

” Amandry and Ducat (1973) esp. 40-1. 

100 Fr. 119: Wpxobvto dé obTou Tept Tov Tob "AmdéAAwVos vewv tot AnAlov TadV 
mpwtwv dvtes Abnvaiwy cal évedevovto tuatia TOV Onpaikadr. 6 dé “Ard\Awv odds 
éorw an Ta. OapyjAva ayovot. 

! Leduc (2001) 19 draws attention to the lack of evidence for a sanctuary of 
Apollo Delios in Athens, and suggested that the city’s principal veneration of Delian 
Apollo took place on Delos. She does not mention the modest temple built for 
him at Phaleron in the 430s. Lewis (1960) argued that the Athenian state had taken 
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parallel for such a co-joining at the level of festival celebration had 
long existed in the Pythia and Delia (J]v@ca wat AyjAa) of 
Polykrates.'” Closer to home, Peisistratid attentions to Delos went 
hand-in-hand with renovation of the Pythian cult in Athens at 
another time when relations with Delphi were poor. In the period of 
their Aigean hegemony, the Athenians will have had similar reasons 
to forge ties between their domestic, polis worship of Apollo and 
their leading role in his cult on Delos: the chorus was a principal 
mechanism of that process.'” 

The major difference between the Delian and the Thargelian 
choral contests from the point of view of performance lay in the 
fact that, rather than Attic tribes, the choruses on Delos represented 
visiting members of the Delian League and Athenian empire, 
modelled on the panegyris of Ionians that had long since gathered to 
meet and dance on Apollo’s sacred island. 

The songs performed competitively on Delos would, I suggest, 
have been called ‘circular choruses’.' They might also, from time to 
time, have been classified for other purposes as paeans, dithyrambs, 
or prosodia, but the broader term was probably that in common use 
for Athenian choral contest abroad, as at home. Surviving examples 


over a private cult of Apollo Delios at Phaleron, but recent analysis of the relevant 
inscription (Matthaiou 2003) has undermined the connection with Apollo Delios. 
In the final stages of completing this chapter I had access to the important study of 
Matthaiou (2003a), in which he argues that the Pythion in Athens was also the temple 
of Apollo Delios. He adduces the fact that inscriptions relating to the cult of Apollo 
Delios—in particular, what appears to be the first account of the Amphiktyons after 
the founding of the second Athenian confederacy in 378/7: IG II’ 1635)—were found 
in close proximity to the region beside the Ilissos where Thargelian dedications were 
found. Cf. Aloni (2000) 88. The temple of Apollo at Prasiai on the east coast of Attica, 
possibly associated with a tomb of the hero Erisykhthon (and the genos Erisykhtho- 
nidai), was the final staging-post for the gifts of the Hyperboreans on their way to 
Delos: Parker (2005) 82. 


© Burkert (1987). 

"8 See Hornblower (1991: 521) also stressing the reaffirmation of the ‘Ionianism’ 
of the Delian League as part of the same process. In 420 Delphi reversed the Athenian 
decision to expel the islanders: Th. 5.32.1. Santucci (2002) 161-2. 

1 Kall. Hymn 4.310-15 gives what looks like an aition for the Athenian mission of 
choruses to Delos that depicts the original dance, under Theseus’ leadership, as a 
circular dance about the altar (with the implicit suggestion that it mimicked their 
movements in the Kretan labyrinth.) Cf. esp. 313: xd«drov apyjnoavto, xopob 
& Hyjoato Onaets. 
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of songs possibly performed under these conditions on Delos 
include Bakkhylides’ seventeenth dithyramb (Youths) and Pindar’s 
fifth paean.'°° 

Only two short stanzas of the original eight that made up this 
paean survive,” but that is enough to show that the song— performed, 
very probably, by Athenians on Delos—told a story of the progressive 
Athenian—Ionian colonisation of the islands.” As our fragment begins, 
with the closing phrase of the sixth strophe, we hear that ‘they took 
Euboia and dwelt there’ (36). The seventh strophe then opens with 
the refrain to Apollo—‘Ieie Dalian Apollo!’—and goes on to recount 
the colonisation (ékricav 39) of the Kyklades, culminating in the 
‘gift’ from Apollo of the body of Asteria—that is, Delos itself (40-2): 
a legitimation of possession of the crucial sacred island (and all that 
its ownership implied) as a gift of Apollo (8a@xev 41). 

Some date Bakhhylides’ Youths as early as 480 or even 500, but a 
period after the formal foundation of the league seems most likely.'” 
Classed among the poet’s dithyrambs in antiquity, the song has 
invited classification as a paean because of the way, at the end of its 
narrative, with the epiphanic return of Theseus from the waves, the 
Athenian youths raise a paean (124-9).’” At that point the narrative 
frame immediately closes and the concluding address, in the here 
and now of performance by the Kean chorus, is a request to Dalian 
Apollo to promote ‘god-sent fortune of good things ... taking 
pleasure in his heart in choruses of Keans’ (130-2). 

Claude Calame has made the attractive suggestion that the myth 
of Theseus’ heroic leap in this song, and his protection of the 
Athenian youths against the predations of Minos, can be read as an 
aition for the regular performance on Delos by choruses of Athenian 
youths and maidens as well as for the righteous assumption of 


15 Simonides composed dithyrambs for Delos: Str. 15.3.2. There was an important 
Dionysia on the island, but this usage may intend ‘dithyrambs’ in the looser sense 
applied to Bakkhylides’ songs: Rutherford (1990) 203-6; Ierano (1989). 

'° Rutherford (2001) 293-8, esp. 296, for the intriguing suggestion that a scholiast 
interpreted the song as a re-enactment of the original colonisation. Rutherford 
(2004) 82-9. 

‘7 A scholion to 1. 35, dm’ ‘AOnvaiwv, suggests that the colonists were Athenians. 

108 Maehler (1997) 167-70. 

' For the debate as to whether Bakkh. 17. is a paean or dithyramb, see Maehler 
(1997) 167-8, with earlier bibliography. 
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Athenian thalassocracy over the Aigean.''? What is most striking, 
however, is the fact that such a freighted ideological message is 
danced and sung by means of Kean ventriloquism. This certainly 
represents an extraordinary deviation from the standard expectation 
of the relationship between poet, commissioning city, and festival. 
We look in vain in this poem for anything about distinctively Kean 
myth and traditions. Such ventriloquism is of course particularly 
beneficial when performed by a friend rather than oneself. Keans 
happily sing and dance ‘the song of the Athenian empire’, as Ian 
Rutherford has dubbed it.''’ But perhaps this chorus was in fact 
packed with Athenian-Keans, for the place was an Athenian founda- 
tion and doubtless had many Athenian citizens dwelling there.'” 
Many of the choruses competing on Delos will have hailed from states 
that had a significant population of Athenians, whether or not as a 
formal kleroukhy. It may be that many of the performers on Delos in 
Naxian, Andrian, Kean, or Samian choruses, were in fact resident 
Athenians who had trained as boys in domestic kyklioi khoroi. And 
we might suppose that the impact of those Athenians abroad, in 
terms of the commissioning and performance of these songs, was 
great. 

Whatever the make-up of the choruses who came to compete on 
Delos, Athenian pre-eminence in the event was assured. It is to the 
420s that we ought to attach the discussion that Xenophon puts in 
Sokrates’ mouth regarding Athenian choral hegemony. He explains 
this pre-eminence by Athens’ collective devotion to philotimia, which 
in this context might best be understood as the driving psychological 
force of empire: ‘Did you never reflect that when one chorus is set 
up from this city, like the one that is sent to Delos, no chorus from 
anywhere else can ever come into the running with it . . .?”!”° 

We may catch a further echo of the tightening of the Athenian 
choral and ideological grip on the Delian festival in a fascinating 
fragment of Eupolis’ comedy the Poleis, a work generally dated to the 


"° Calame (forthcoming). 

" Rutherford (2004) 82. 

"2 Hdt. 8.46 and Th. 7.57.4 both describe Keos as an Athenian foundation, though 
we have no indication of a kleroukhy. See esp. Parker (1994). 

"3 Xen. Mem. 3.3.12. Rutherford (2004). 
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420s and much concerned with the condition of the empire.'” 
This hints suggestively at the intersection of imperial politics and 
choral organisation: fr. 239 K.-A. dvdpes Aoyrotal tav brevbdvwy 
xopav. ‘Gentlemen auditors of the choruses under scrutiny ...’ 
This looks like a variant on the familiar topos of appeal—or threat— 
to the judges of the comic contest to secure favour for one’s cause. 
It seems the judges at the current Dionysia are being assimilated to 
the accountants of empire, scrutinising the accounts rendered of 
themselves by the choruses as though they were subject-states having 
their tribute payments audited. The effect is to turn the choruses of 
the comic agon into subject-states of empire, tribute-bearers under 
scrutiny. This is especially resonant in a comedy whose chorus was 
itself made up of subject-states of the Athenian empire, the poleis of 
its title. And it may imply a wider perception of the time that the 
Athenians were fully in charge not only of all economic judgments to 
be made in the empire, but of choral judgments too. Such a trope 
may also point to Delos and recent Athenian impact on the organisa- 
tion of its choral contest. The possibilities for comparison will have 
been extensive between the ‘contributions’ brought by the allies in 
the form of choruses to the Delia and their contribution in coin 
to the coffers of the Athenian empire, brought at the time of the 
Dionysia. 

Whatever the nature of their formal relation, the choruses of the 
Thargelia and Delia were very probably both sites for the develop- 
ment of an Ionian cultural and political identity centred on leader- 
ship of a maritime empire. Central to the mythology of both 
festivals, Theseus played the lead role in this development.'”” The 
Thargelia is emphatically identified by ancient sources as a festival 
characteristic of Ionian communities.’ And Ionianism features 
prominently in Bakkhylides’ Theseus, which I argued was performed 
by boys at the Thargelia. The opening phrase of the song, in which 
Aigeus is addressed as ‘King of holy Athens, lord of the soft-living 
Ionians’, strikes a strong note of apparently positive valuation of 
soft-living Ionianism. This may be a further item of evidence to 


"4 Storey (2003) 216-30. "5 Mills (1997); Calame (1990). 

"6 Nilsson (1957) 109. Gebhard (1934) lists fifteen Ionian cities in which Oapyn- 
Awv (or an equivalent) occurs as a month-name; to which now add Hermonassa on 
the north shore of the Black Sea: SEG 44, 659. 
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add to that of Thoukydides (1.6.3), that in Athens of the (?) 470s this 
version of Ionian culture that was to take on associations of eastern 
softness and élitism later in the century was still available for positive 
civic identification. Unless of course the whole point of stressing 
the soft-living ways of the Athenian—Ionians at the start of this 
performance, and markedly before the arrival of the young warrior 
Theseus, is to contrast a ‘pre-Thesean’ softness with a change to 
come with the arrival of this tough, physically powerful militaristic 
hero and future king—‘this man so vigorous, valiant and bold’ 
(38-9), ‘intent on the past-times of Ares, on warfare and the 
clangour of battle’ (57-9: Jebb’s translation).''’ This young Theseus 
is wearing a Lakonian cap, purple tunic, and woolly Thessalian 
mantle (50-4)—nothing very Ionian about that get-up, though as 
Barron pointed out, the unique use of the adjective otAvos to 
describe the mantle as ‘woolly’ (ostensibly used as a synonym of 
ovAos, rather than its usual sense of ‘destructive’), points suggest- 
ively to Apollo, for it must allude to the vow Theseus made to Apollo 
Oulios for his safe return before he embarked.''® The representation 
of Theseus in this song implies that Ionian identity was not a 
culturally fixed quality. If the choruses of the Thargelia were an 
important site for the formulation of Athenian Ionianism as it 
became enmeshed with Delian and Athenian imperial ideology over 
the course of the century, this would help explain the remarks of 
Plato (echoed by Plutarch and others) to the effect that Minos 
received such terrible press in Athenian poetry. Tragedy comes to 
mind first, and others have suggested epic, but that may only be 
because we have none of the dozens of choral songs that might have 
expressed similar views of Minos as the tyrannical thalassocrat from 
whom Theseus liberated the flower of Athenian—and Ionian— 
youth forever.''” This would serve as a perfect mythological decoy 


"7 T owe this suggestion to Frances Muecke. 

48 Barron (1980) 1, citing Pherek. FGrH 3 F149. In a similarly prominent opening 
phrase of the song for the Keans on Delos, the young Athenians are described as 
ayAaovs ... kodpous Tadvey (2-3). 

"9 [PL] Min. 318d—320e; 321a; Philokh. FGrH 328 F17; Pl. Thes. 16.1; D.S. 4.60.4; 
Paus. 1.27.10; Apollod. 3.15.7—-8. Giesekam (1976: 241) stresses that poetry other than 
tragedy is probably meant, but thinks only of epic. As I noted, the story of Androgeos’ 
murder and the subsequent need for the city’s purification after Minos sent plague 
seems to have been the—or a—mythic aition of the Thargelia. 
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for the youth of a city that was itself fast becoming a tyrannical 
thalassocracy.’*° In short, the representation of Athens’ role as 
metropolis of the Ionians could thus have been developed in the 
choruses of the ‘Ionian’ Thargelia for subsequent dissemination on 
Delos, whose major festival was evidently moulded by the Athenians 
into a panegyris promulgating their own special vision of Athenian— 
Ionian mastery of the Aigean.’”' 

The cult of yet another Apollo that was apparently unique to 
Athens,'” that of Apollo Patroos, also became associated with that of 
Apollo Pythios at least by the fourth century, and perhaps earlier.'” 
Whenever this happened, it suggests that the Apollo of the Thargelia 
had by then become identified as ‘ancestor’ of all Athenians through 
his son, Ion, and that this identification played an important part in 
Athens’ claim to being the mother-city of all Ionians.'** This looks very 
much like the formulation on the banks of the Ilissos of a new idea 
about being Ionian whose elaboration we first know of from a work 
produced on the southern slopes of the Acropolis, in the sanctuary of 
Dionysos. 


Tf the Thargelia and its choruses did look to Delos and play some part in 
helping mould the ideology of Athenian maritime power, the fact that its agon was 
preceded by the announcement of the winner in the trierarchic contest (see above 
p. 164) seems less incidental. 

"1 Shapiro (1996) argues, principally from the iconographical evidence, for a spe- 
cial Athenian concern with Apollo as ancestor of the Ionian Greeks in the last three 
decades of the fifth century. See also Connor (1993). 

2 Hedrick (1988) 206; Colin (1905) 8~9. 

"Cf. D. de Corona 141. Hedrick (1988: 205) argues that the cult of Apollo Patroos 
was associated with Pythios in Athens from its inception. See also de Schutter (1987). 

"Hedrick (1988) 200-2; SEG 21, 469.9ff. 
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Dithyramb, Tragedy—and Cyrene 


Paola Ceccarelli and Silvia Milanezi 


The traditional emphasis on Athens in the study of dramatic and 
musical performances is to some extent justified by the abundance 
of the documentation and the importance of theatrical activities 
for the cultural life of the city. Yet increasingly other localities of 
the ancient Greek world are receiving the attention they deserve.' 
Still, the problems facing those intent on broadening the Atheno- 
centric horizon are enormous. And so, any attempt to extend 
the geographical scope turns almost inevitably into a study in 
the empirical and methodological difficulties involved in writing 
anything like a history of dramatic culture outside Athens. Neverthe- 
less, the fact that such interpretive efforts will often have to remain 
hypothetical or speculative should not be considered sufficient 
excuse for forgetting that much was going on elsewhere in the Greek 
world. 

Cyrene, the focus of this chapter, is a case in point: despite its 
numerous theatres and some important documentary evidence, the 
Libyan city is still frequently forgotten in surveys of ancient drama. 
The hazards of archaeological discovery have had a hand in making it 
the Cinderella of theatrical studies: of the two documents around 
which the whole issue of theatrical and dithyrambic performances at 
Cyrene revolves, one— SEG 9, 13—was published in 1933, too late for 


' Cf. e.g. Sifakis (1967), with its focus on Delos and Delphi; for the rest of the 
Greek world, the recent survey in Wilson (2000) 279-302 (including a reference to 
the Cyrenaean tragic choruses, 290). 
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inclusion in Pickard-Cambridge’s authoritative survey (1927); and 
the other—SEG 48, 2052—has been published only very recently. 
These two documents will be at the centre of our discussion: if they 
raise more questions than it is possible to answer, they also give us 
tantalising glimpses of the cultural life of a Greek city in the fourth 
century BC. 


TWO INSCRIPTIONS FROM CYRENE 


Among the inscriptions brought to light in the excavations of 
the agora of Cyrene are the so-called accounts of the damiergoi. 
Thirty-eight of these accounts, ranging from the very end of the 
fifth to the second half of the second century Bc, have survived, in a 
more or less fragmentary state. Their format is relatively standard- 
ised. The heading mentions the eponymous priest of Apollo and 
the names of the three damiergoi in charge; this is followed by the 
evaluation (ziuaors) of various kinds of agricultural produce, and 
by the total of the revenues for that specific year (76 mav éoudy TH 
éviavt@). The damiergoi then note the expenses of the year (é&:6v), 
and the difference between the two (Ao.zdv); the sum to be paid 
to the damiergoi as (symbolic) compensation (zapépeypa) closes 
each account. Since their publication in 1933, these texts have 
been scrutinised more than once, mostly for what they can tell 
us about the economy, agriculture, and prosopography of 
Cyrene.” 

As a rule these accounts are very detailed on the evaluation of the 
agricultural produce, but give only a lump sum for the expenses;’ 
two however, the afore-mentioned SEG 9, 13 and SEG 48, 2052, both 


* The most important discussions are Oliverio (1933); Laronde (1987) 241-5 and 
325-36; and Chamoux (1988). For the agricultural, religious, and civic vocabulary 
see Dobias-Lalou (2000) 195-246. For a general, updated account of the topography 
and history of Cyrene, see Bonacasa and Ensoli (2000). 

> Three of them (SEG 9, 11 and 16: éév BovOuarév Hoody, and SEG 9, 17: 
Bo-||v@vcias €[ooas - -) specify that the total of the expenses is inclusive of the 
sacrifices. 
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dated c. 335 Bc, are in this respect exceptional, because they detail the 
expenses as well.* These two accounts are the only known documents 
that mention tragic and dithyrambic choruses in Cyrene; more- 
over, they share a very specific vocabulary that sets them apart 
from the rest of Cyrenaean inscriptions. Why the damiergoi of the 
year in which Eukleidas was priest of Apollo (just as the unknown 
damiergoi of the other, fragmentary, inscription) decided to go 
into details about their expenses, which are not greater than those 
incurred in the immediately preceding or following years, is not 
known: we can only make guesses. At any rate, this is what they chose 
to register: 


O[eoi].| Tapeds rd ArdA[Awv]os EdxAeiSas TapatBdra,| Saprepyot Adoi[s] 
AvSpoxrcets, Tyrdva [Tpadpw,| ’Avriuaxos Aad€lolvros. Kapra tiwacis: 
«plat II5 av Z >, onupoi av Z [>] > > >, dampia av Z > >, Kdpdy pepal av 


323, dypia av 3 3, dxupa av 2 3, onvpapwe av>,| oradvad pvbia év8o0s ras 
mpokAnotas av = Z, éosl av 3, wéAawa évSos tas mpoKAnotas av 3, eos | dv 
LZ>>-, oradis dv Z >, ctna dv > >> >, data av Z, Il 10 2datov av = 3, 
«bpuvov av 3>. To av éovov thl €rav7a M3 LD =-XXX333LZ>A4, 


e€vov fapodvoaias, | dpxwt tpopds, Aprapiti Kataywyid: és 7a tap[a, flapéac | 


‘A(Oavaias tpodd, mepaxrpiae é[s ro]lv xdcpov, xopois|rpayiKois prot 
éxdotwe Bods, SOvpap[Bix]au yop I115 Bots, €dpyous, képvés tprat és 
juat[ia «lat és tpo-lddv, adaAnréi, ypode’, tauiar, waylpalt, m]pwpois, 
Nu-lyvoxatia Tatpa. to? éonépav: émoxlevd]ls trav un-lpav trav Bogur, 
edpovtwr av tpiox[aide]Ka orarhpas | éxdotw Bods THVv unpav: 76 Trav e€[e] dv 
T@ éviavta@ Il 20 odv fapobvotas M3 -—X X X33 Z>>—-A A, rowrv| ML 
=3Z>>>A44A4 A. Iapépeypa dapmepyois: M=—- 


12: Oliverio; dpxw: tpodds “Aprapitt Kataywytd. és 7a tap[a] Dobias- 
Lalou II 16-17: Dobias-Lalou; 7] pwpois Auvlyvoxatia, v fatpa 708” Eorépar, 
émtox[dzot]s Oliverio; mpwpois, Avlyvoxaiiat, tatp@t, tof Eéomépay émioK- 


[67r01]s Chamoux 1988. 


Gods. Priest of Apollo Eukleidas son of Paraibatas, damiergoi Lysis son of 
Androkles, Timonax son of Proros, Antimachos son of Daileon. Estimate 


* They correspond to Oliverio (1933) no. 12 (cf. also SEG 38, 1875, and SEG 43, 
1186) and Marengo and Paci (1998). We give here only a very selective apparatus. 
SEG 9, 13 is one of a group of five texts (SEG 9, 11, 12, 13, 14, and 15) all inscribed on 
a single stone and all dating to the second half of the fourth century Bc: 11 and 12 
were inscribed on the left side, 13 on the front, 14 and 15 on the right side; the fourth 
side was not prepared for inscription and must have been put against a wall. These 
five are the only accounts of which beginning and end are preserved. 


188 Dithyramb, Tragedy—and Cyrene 


— Fic. 2), 15. (S.A ll 
Fig. 17 An inscription from the agora of Cyrene, with accounts of the 


damiergoi, civic officials with responsibility for administering sacred 


properties and mentioning tragic and dithyrambic choruses (SEG 9, 13: 
c. 335 BC). 
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of the agricultural produce: barley [5] 1 drachma and 1 obol, wheat 1 
drachma and 4 obols, pulse 1 drachma and 2 obols, cultivated hay 
12 drachmas, wild hay 8 drachmas, straw 8 drachmas, wheat flour 6 
drachmas, early grapes among the choice ones 5 drachmas, outside the 
choice ones 4 drachmas, black grapes among the choice ones 4 drachmas, 
outside the choice ones 3 drachmas, two obols and a dichalcous, raisins 1 
drachma and 1 obol, figs 4 obols, olives 1 drachma, [10] olive oil 8 
drachmas, cumin 4 drachmas and 1 obol. Total revenue for the year: 308 
minae (= 30,800 drachmas) and 75 drachmas, 1 obol and 2/10. Expend- 
iture: for the sacrifice, to the Bear for maintenance, to Artemis Katagogis 
for the ceremonies, to the priestess of Athena maintenance, ?(to the) 
periaktriat®? for the adornment, to each of the three tragic choruses an ox, 
to the dithyrambic chorus [15] an ox, to the exarchoi, to the three heralds 
for dress and maintenance, to the aulos player, the secretary, the treasurer, 
the sacrificer, the guards, illumination for Iatros towards the evening; for 
the preparation of the thighs of the oxen, having been evaluated at 13 
stateres for the thighs of each ox. Total expenditure for the year, [20] 
sacrifices included, 20,669 drachmas, two obols and 7/10. The difference, 
10,205 drachmas, 3 obols and 4/10. Contribution to the damiergoi: 300 
drachmas. 


The text of the inscription is well established; there is however 
disagreement concerning the division into clauses and the inter- 
pretation of single words. 

The first problem occurs in Il. 11-13: Oliverio (1933: 117-18 and 
133) understood them as listing four different items of expenditure 
(sacrifice; maintenance of the bear; ceremonies of Artemis Katagogis; 
and maintenance of the priestess of Athena). Dobias-Lalou (1993: 
27-8) however, on the basis of her study of the sacred regulation SEG 
9, 72, links the bear to Artemis Katagogis and suggests that only three 
items are meant (sacrifice; maintenance to the bear for the ceremonies 
of Artemis Katagogis; and maintenance of the priestess of Athena).” 


° A priestess of Athena at Cyrene is also mentioned in SEG 9, 21, 3 and in 
SEG 48, 2052, 15-16. As for the ‘bear’, Chamoux (1953) 319 had already sug- 
gested that she might be the priestess of Artemis Katagogis (cf. Hsch. a 7280 
dpKos: kat tépera THs “Apréusdos); a bear is attested at Cyrene also in the lex sacra SEG 
9, 72 (revised text in Dobias-Lalou 2000: 307-9) and in SEG 48, 2052 (discussed 
below). 
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This is as yet an unresolved problem;° but whatever the choice, it 
does not greatly affect our understanding of the document. It is 
however very interesting to find that a bear, Artemis Katagogis, and 
Athena are mentioned in the same context. 

The second difficulty concerns the term qepiaxtpiae in the 
clause of |. 13: both its case and its meaning are in dispute. The term 
is a hapax. Oliverio, who did not translate it, considered it a dative 
and thought of a priestess in charge of adorning a divine statue.’ 
Another possibility is to take the term as referring to revolving 
machines used to change the scene on stage.® Such an interpretation 
would imply that the Cyrenaean theatrical performances had a 
relatively high degree of sophistication. The possibility of theatrical 
machines has however been recently dismissed by Dobias-Lalou 
(1993: 29) in favour of a third hypothesis, namely, that the term (the 
derivation of which from zepidyw she accepts) should be under- 
stood as referring to a female leader of processions, who would have 
needed to dress up expensively for the occasion.” This is a possibility 
to be considered; on the other hand, her objections to theatrical 
machines are not altogether convincing. The first objection is based 


° Cf. Callot (1999) 254 and n. 343; Dobias-Lalou (2000) 208. The meaning of the 
unique epithet Katagogis is not certain: it might refer to a dress, to the celebration of 
returns called katagogia (usually however these are linked to Dionysos), or to a term 
deriving from caréyw, ‘to bring one down’, in some relation to the topography of 
Artemis’ cult in Cyrene. Cf. Gentile (1999) and Dobias-Lalou (2000) 218 and n. 61. 

7 Oliverio (1933) 119, with reference to money spent in Delos in 250 Bc eés 
Kodouyow THs “Hpas Kat tais Koopovcas, IG XI 2.287A68; and to the iépeva 1) 
arepip[d] pra. (who took care of the dress?) of IG II’ 2361 = Syll.? 1111 (orgeones of 
the goddess Belela in Athens, beginning of the third century ap). 

* Thus the 1940 addenda to LSJ, with reference to the Cyrenaean inscription. 
mepiaxtos is found in Plutarch (Mor. 2.348e: pnyavas dao oxynvis mepiax- 
tous), and as a noun in Vitr. 5.6.8 and Poll. 4.126. For Bieber (1961) 75-7 this kind of 
device may go back to the fifth century Bc; Sifakis (1967) 134-5 links them to the 
introduction of the high stage and the separation between chorus and actors typical 
of the Hellenistic period, and advances the hypothesis that the tépvicxos con- 
structed at Delos in 279 Bc (IG XI 161A65, 162 A53) may have been a support for the 
periaktoi (ibid., 51-2). At Cyrene such a structure might have existed already in 
the second phase (fifth century Bc) of the theatre on the terrace of the Myrtousa in 
the sanctuary of Apollo, which definitely had a central rectangular cavity for staging 
apparitions from underground: cf. Stucchi (1975) 3, who however prefers to refer the 
expenses for the choruses of the account SEG 9, 13 to the third phase (mid-fourth 
century) of the theatre of the Myrtousa: ibid. 69 and n. 4. 

° See now also Dobias-Lalou (2000) 238-9. 
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on the inappropriateness of the use of a dative for an inanimate 
object. But wepudxtprac could be taken as nominative plural. It 
comes after the clause on the maintenance (zpo¢a) and before that 
concerning the prize (Bods), which are both in the nominative;"° and 
as both Pollux and Vitruvius make clear, there were always two of 
these mechanai, on the two sides of the stage. The rationale of her 
second objection—namely, the fact that the term occurs before and 
not after the prizes for the choruses—is unclear: the important 
point in favour of machines is surely their closeness to theatrical 
performances. Her third argument, the difficulty of seeing a relation 
between theatrical machines and the xdécpos, can also be disputed: 
in the same paragraph on the organisation of the scaena in which 
he mentions the periaktoi, Vitruvius uses ornatus twice, and twice 
speciem ornationis.'' In the present state of the evidence, it may be 
better to leave open whether we are here dealing with expenses for 
theatrical machines, for a female leader of processions, or for a 
priestess in charge of adorning the statue of a god. 

The third problematic point in the understanding of the text con- 
cerns the meaning of exarchoi. Are they officials, as proposed by 
Oliverio,’* who connected them to the heralds, the aulos-player, the 
secretary, the mageiros and the guards, as people concerned with the 
organisation of the festival(s), or should they be distinguished from 
the following personnel and considered, as in a famous passage of 
Aristotle, leaders of the dithyrambic choruses?’* Oliverio assumed the 


' In giving the items of expenditure, the list oscillates in seemingly random fash- 
ion between datives, objective genitives, and nominatives. 

" Vitr. 5. 6.8: Ipsae autem scaenae suas habent rationes explicitas ita uti mediae 
valvae ornatus habent aulae regiae, destra ac sinistra hospitalia, secundum autem spatia 
ad ornatus comparata, quae loca Graeci mepidxrouvs dicunt ab eo quod machinae 
sunt in his locis versatiles trigonos habentes in singula tres species ornationis, quae cum 
aut fabularum mutationes sunt futurae seu deorum adventus cum tonitribus repenti- 
nis ea versentur mutentque speciem ornationis in fronte. 

 Oliverio (1933) 119, with reference to Heliod. Aeth. 6. 3, 26. Exarchoi are also 
mentioned in the extremely fragmentary account SEG 9, 21, 2, which may also refer 
to an agon; cf. below. 

' Thus Chamoux (1988) 152-3 and Dobias-Lalou (1993) 30. For éapyos with 
the sense of ‘head of the chorus’, besides Arist. Po. 1449a11 (of e€apyovres tov 
d0dpauBov) cf. Dem. 18 (De Corona) 260. é&dpyew appears already in Archil. fr. 
120 and 121W, respectively for a dithyramb in honour of Dionysos, and for a paean; 
ample discussion in Ierand (1997) 175-85. 
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existence of a vacat after the choruses, signalling a change in the kind 
of expenses. But a look at the photograph (Fig. 17) shows that this 
space cannot have been intended to mean anything (or we would 
also have to assume a vacat at |. 10, after elaion, and that would be 
absurd). In fact, the layout does not give any indications that might 
help in deciding how the different rubrics relate (or do not relate) to 
each other. 

The fourth problem concerns ll. 16-17 Avyvoraiia tatpa. rofl? 
éomépav. Oliverio (1933: 120) thought that we had two items of 
expenditure: for the illumination, and for calls on a doctor in the 
evening.’ This clause may however also be understood as referring 
to an evening ceremony for the healing god Iatros.'* In this case, the 
expenses of the damiergoi from the revenues of the terrains of Apollo 
would have concerned personnel explicitly linked to the following 
gods: Artemis, Athena, and Iatros. To these we should add Apollo, to 
be regarded as an implicit presence in the list, and possibly Dionysos, 
because of the choruses.'° 


“ He could refer to similar cases: the Delian accounts for the year 270 Bc report 
expenses under Aapmds, Aapddes; in 279, the term was ddides, as well as Aaov 
Kal éAdbyvia UG XI 2, 161A112: xopa. Tat yevonevar Ttois Podiwy Bewpois 
ddaudes; cf. I.Délos 316, 76-80, 88, 89). And Syll.° 596, 18 offers a case of a doctor 
offering special service during a festival. Moreover, SEG 9, 1, 44 (the diagramma of 
king Ptolemy I) testifies to the existence of public doctors in Cyrene (doris éx tod 
ToAdtevpatos Snoctat tatpedyt) besides public kerukes and teachers. 

'S Dobias-Lalou (1993) 33-5; Dobias-Lalou (2000) 225-6. Iatros is however 
attested at Cyrene only from the second century Bc onwards (SECir 158, 18; the other 
attestations are all of Roman times), and usually with his paredros Iaso. Iatros and 
Iaso are the epichoric version of the couple Asklepios—Hygieia: Callot (1999) 255-6 
(cf. SEG 9, 46 for a fourth-century Bc dedication to Asklepios). Dobias-Lalou (1993) 
34-5 stresses the independence from Apollo (and Asklepios) of both Iatros and 
Paian; but surely, if the expenses for this god were part of the accounts of the 
damiergoi, his cult must have been part of the general organisation of the sanctuary 
of Apollo. In one of his Cyrenaean odes Pindar stresses both the healing and 
the musical capacities of Apollo (P. 5.63-5); cf. Krummen (1990) 145. Might not 
Opheles, who also had from the very beginning an ozkos and a cult on the agora 
(Krummen 1990: 107 and n. 21), be hiding behind the Jatros of the inscription? 

'© For Dionysos cf. Dobias-Lalou (1993) 30 and 38; for the closeness of Apollo and 
Artemis, Chamoux (1953) 138-40; Callot (1999) 254 and n. 340, who underlines the 
proximity, both cultic and topographical, of the Apollonion and the Artemision: 
the rituals and the administration were conducted jointly. The same situation (a close 
relation between Apollo and Artemis) is attested at Brauron, where there were also, as 
in Cyrene, bears: Peppas-Delmousou (1988). 
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This list of expenditures raises numerous questions. In particular, 
it would be important to know in which context the choral per- 
formances took place. Until a few years ago, this text was almost 
unique (with the extremely fragmentary SEG 9, 18 and 21 for com- 
pany). Now, a fragment found in the same region where the other 
accounts were found, near the Apollo temple of the agora, and 
joining with SEG 9, 18, offers some terms of comparison.'” Here is 
the text: 


----|[dydplav pirols price oradvad]|[vOi]a évSos tals mpoxAnaias]| 
[price]: wéAawa é[vSos tas mp]-l[oxA]notas L Z > > -[pvOia &os]II5 [ras] 
mpoxAnota[s price uéAawa] | [&]os tas tpoxA[yotas price] | [éA]avov = 2 Z: 
€X[aiae price] |r6 mév éowy :M3[--- ééidv?] | rade &€os fapo[@vcias : tpay- 
J 1110 oScxcdv yopav [----]|M: - 2 30: érBev[--- :M: *]|X XX X23L: 
5:0v[ pay Budv] | yopav rau: ver [--:M: ---| rau dpxon tpod[a ---] 1115 Opa : 
M=X X: réu [fapéa ras "A0]- lavaias :M: = : rlois e€dpxou]-ls:M = X: 
Kapv€e tprot és tpodd]-lv cat Audria[:M: ---?] | zpwpois tpi[ oi? :M: ---7a]- 
1120 pdae :M: P= = 2 [---adA]-lnréc :M: = = X[---]| 76 wav :M: > [---]| 76 
nav tap[oOvaias ---]|t 76 rysaxletov ---? :M: ---]Il 25 =X X22L [---76 
mov e€vdv]|7@ évi[av7@ --- ?:M: ---] | [=- XX [---] | Aouz[ dv «M: ---] | [Z] 
> > [---21130---- 

4: [vO evdos] edd. pr.Il 10: [7&u vexdOpor?] edd. pr.ll 13: vex [dO pwr edd. 
pr. Il 17-30 = Oliverio no. 17, SEG 9, 18. 


... hurdle of straw [ price; early grapes] among the choice ones [price], 
black [among the choice ones] 3 drachmas, 2 obols and a half; [early grapes 
outside] [5] the choice ones [price; black] outside the choice ones [price]; 
olive oil 9 drachmas; olives [price]; total of the revenue 200 minae (20,000 
drachmas) and [--]. [Expenditure?] without the [sacrifice:] [prize?] [10] 
for the tragic choruses 110 drachmas, on top, [minae ?---] 90 drachmas, 
prize? [--] for the dithyrambic choruses [sum]; maintenance for the Bear 
[ - -], [15] ?-thra 2 minae and 40 drachmas, to the priestess of Athena, 
2 minae, to the exarchoi 2 minae and 20 drachmas, to the [three?] heralds 
for maintenance and dress [ sum, something else ?] to the three (?) guard- 
ians [sum..., to the] treasurer [20] 9 minae and 4 drachmas; [---to the] 
auletes 4 minae and 20 drachmas; [something else]; total, minae [10+]; 
total of the sacrifice [---] and the timachleion ?---], [25] 2 minae and 
50 drachmas [--. Total expenditure] for the year [? minae]; difference, 
[minae --] [30] 


'” SEG 48, 2052, published by Marengo in Marengo and Paci (1998). 
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Fig. 18 An inscription from the agora of Cyrene, with accounts of the 
damiergoi, civic officials with responsibility for administering sacred 
properties and mentioning tragic and dithyrambic choruses (SEG 48, 2052 
upper part comprising 11.1-17: c. 335 Bc). 


Paola Ceccarelli and Silvia Milanezi 195 


First a few technical points. The stone is broken on all sides except 
the right; the editors established the approximate line-length on the 
basis of ll. 3-4, whose restorations are almost certain, because they 
feature standard formulas for the evaluation of the produce. At 1. 4 
however [v6/a é€os] must have been meant, because the category 
[wv0i]a evdos 74[s mpoxAnaias] is already mentioned at 1. 2.'* This 
gives a line-length of twenty-two letters; but it is necessary to make 
allowances for the possibility of longer or shorter lines, because the 
lettering is not very regular, and because, as the comparison with the 
left margin of SEG 9, 13 shows, we should not expect a regular end 
of line. 

These two inscriptions present marked similarities which dis- 
tinguish them from all other Cyrenaean inscriptions, but some 
differences as well, which may help in the overall interpretation. The 
principal difference between SEG 48, 2052 and SEG 9, 13 seems to be, 
apart from the absence of Artemis Katagogis, a structural one. In the 
new text the expenditure is divided into subsections: a first long 
one concerning choruses and excluding the hiarothusia (sacrifice); 
another one on the hiarothusia; and then the total sum. In keeping 
with its care about the different rubrics, the new text carefully 
records the sum spent on each item of expenditure, allowing us to 
evaluate their relative importance. 


TRAGIC AND DITHYRAMBIC CHORUSES: 
FOR WHOM? 


Our texts do not give explicit indications as to the god to whom the 
choruses were dedicated, nor as to the festival in which the dances 
were performed. It is however quite extraordinary to find dithyrambic 
choruses epigraphically attested in Cyrene, for the term d.OvpapBos 
and its related forms are rarely found in inscriptions: the rest of 
the Greek world seems to have preferred such denominations as 


'§ For the meaning here attributed to the phrase evdos / eos tis mpoxAnoias 
cf. Oliverio (1933) 111; Marengo and Paci (1998) 389 n. 31. Chamoux (1988) 150 and 
Dobias-Lalou (2000) 199-200 prefer to think of a specified amount whose price was 
fixed beforehand, and of the surplus. 
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KUKALOS xopds, XOpOs Taidwv, yopos avdpav, et similia (see Wilson, 
above, p. 167). How interesting, then, but also how puzzling, since 
just in the one place where we encounter the markedly Dionysiac 
term ‘dithyramb’, there are no attestations of the cult of Dionysos 
prior to the first century Bc!” 

It is not easy to decide which god was honoured by the perform- 
ances of tragic and dithyrambic choruses at Cyrene. SEG 9, 13 
explicitly mentions only two goddesses, Artemis and Athena; SEG 48, 
2052 is from this point of view even less helpful. To these two, one 
may want to add Iatros and, as an implicit presence, Apollo, if we 
accept that the damiergoi administered the revenues of his terrains.” 

As Dionysos is the god of the dithyramb and of theatre par 
excellence, most scholars have suggested that these choruses were 
associated with his cult. However, even if the archaeological findings 
show that he was not unknown in Cyrene, there are no direct literary 
or epigraphic references to his cult before the first century sc.” It 


Cf. Dobias-Lalou (2000) 221. The first epigraphical attestations consist in the 
dedication of a statue by a priest of Apollo to a Dionysos Charidotas (an epiclesis 
better attested, and at an earlier date, for Hermes), and in an honorific inscription for a 
priest of Dionysos in the kome of Mgernes (respectively, SEG 9, 103, from the sanctu- 
ary of Apollo, dated to the first century Bc, and SEG 9, 354, which Laronde (1987) 
335 would date in the Augustan period); in the first century ap a statue and a temple 
are consecrated to the god in the extramural sanctuary of Demeter and Persephone 
(CIG 5139). Cf. Callot (1999) 94, 142, and 258-9: Dionysos in Cyrenaica had privil- 
eged relations with Delphic Apollo and with the Eleusinian goddesses, and his popu- 
larity may have increased due to his role as protector of the Lagids. The theophoric 
anthroponym Dionysios is also very rare before the second century Bc. 

*© Marengo and Paci (1998) 387-8 doubt this; it is true that nowhere in the 
accounts is Apollo mentioned. But that the damiergoi administered his properties 
still seems to be the most reasonable explanation of their activities; cf. Chamoux 
(1988) 147-8. Damiergoi are not mentioned in the diagramma of Ptolemy on the 
constitution of Cyrene (SEG 9, 1); the only document, apart from the accounts, 
in which they are mentioned is SEG 9, 5, a decree of the Cyrenaeans on cultic 
regulations dated c.110 Bc, specifying that the various magistrates must decorate 
their official buildings with crowns, while the damiergoi and the hiarothytai 
must decorate the prytaneion and the porticoes on the agora and sacrifice for 
the kings. This sets them apart from the other magistrates and qualifies them 
as religious functionaries, associated with a hiarothysia still in the second century Bc. 

*! For the possibility of identifying with a temple for Dionysos the anonymous 
naiskos situated near the theatre, outside the sanctuary of Apollo, cf. Callot (1999) 
152, 258-9. Epigraphical attestations: above, n. 19. Archaeological data: below, n. 30. 
In Sparta too the cult of Dionysos was of minor significance: cf. Parker (1988) 99— 
103; for Dionysos in Lakonian pottery, see Pipili (1987) 52-4. 
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thus seems difficult to maintain with Chamoux that in Cyrene ‘the 
cult of Dionysos must have been flourishing’:” the komos of men 
mentioned by Pindar in his ode for Arkesilas of Cyrene, on which 
Chamoux’s argument rests, need not have been Dionysiac—komos 
could be used for any chorus, and anyway, this one is explicitly said 
to be a delight for Apollo.” It is also dangerous to assume that all of 
the theatres that were built in Cyrene were dedicated to Dionysos:”* 
Dionysos is associated with the theatre in a great number of Greek 
cities, but neither the building nor dramatic or circular choruses are 
exclusively linked to this god. Even before Hellenistic times, dramatic 
performances were associated in various cities with divinities other 
than Dionysos: at the end of the fifth century, Archelaos instituted 
the festival of the Olympia in Dion, which comprised dramatic 
representations; there were tragic performances for Athena at 
Coronea. Dramatic performances were also on the programme of the 
Soteria at Delphi, of the Heraia of Argos, and of the Naia at Dodona, 
as is shown by the list of victories of a third-century tragic actor from 
Tegea in Arcadia.” The theatres of Cyrene and Delos were built in the 


»? Chamoux (1953) 271; cf. Laronde (1987) 335 and n. 136. 

3 Pi, P 5.22: bdeEar T6vde KHpov avépwv, AmoAAwviov &Aupya; at 5.103 Phoibos of 
the golden sword/lyre (ypuodopa, an epithet particularly apt for the double character, 
musical and military, of the Karneia: cf. Giannini, in Gentili (1995) 538) must be 
invoked év dowd véwv. Krummen (1990) 98-151 shows that this epinician was per- 
formed by a chorus of young men on the occasion of the Karneia (esp. 114-16; 
cf. also Gentili 1995: 160): a festival of Apollo would have been appropriate, since 
the king’s victory was obtained in an Apollinean contest. For the synonymity of 
komos and choros cf. Ilerand (1997) 268-70. 

4 For these theatres, cf. Chamoux (1953) 271; Bonacasa and Ensoli (2000) 103, 
123. The one on the Myrtousa, just west of the Apollonion, seems to have existed 
already at the time of the Battiadai; Stucchi (1975) 34-6 has published foundations 
which might have supported a wooden skene at the end of the sixth century, with a 
second phase in the first half of the fifth century; this would have been substituted by 
a stone skene in the second half of the fourth century, ibid. 69-70. The three other 
theatres are all late (after the second century ap): Stucchi (1975) 289, 291, and 262. A 
fifth theatre, of pre-Roman date (see Luni 2006a and b), has recently been found by 
the Italian archaeologists in the vicinity of the sanctuary of Demeter. 

*> Archelaos: D.S. 17.16.3; Coronea: TrGFI DID B 12; victory list from Tegea: Syll.? 
1080. Cf. Sifakis (1967) 1-2; Scullion (2002) 112-14. The latter’s case for dramatic 
performances for Apollo in Amorgos, based on IG XII 7.226, seems less clear-cut: the 
fact that the decree honouring Nikophon of Miletos for having produced three 
dramas ‘for the god’ was inscribed on the wall of the temple of Delian Apollo does 
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sanctuary of Apollo; such may have been the case already in 
Syracuse.”° 

The case of the dithyramb is different, however: this song carries 
specifically dionysiac connotations. In view of the evidence, the most 
likely solution is to think that theatrical performances, including 
the specifically Dionysiac dithyrambs, might have been included in 
the celebrations of another divinity. Apollo would then seem the 
best candidate, all the more so if we recall that in Classical times 
the most important non-Dionysiac festivals of which circular 
choruses (principally the dithyramb) formed part were those of 
Apollo.” 

But there might be other possibilities: if in his Fifth Pythian Pindar 
insists on the brilliance of the festival of Apollo Karneios, he 
elsewhere mentions games (teletai) organised in honour of Zeus 
Olympios, Athena, and Ge Bathykolpos.”* Athena was very impor- 
tant in Cyrene, especially in the Archaic and Classical periods—and 
she is mentioned in our accounts. The same applies to Artemis: 
besides the extremely fragmentary account SEG 9, 21 (discussed 
below), an inscription of the Hellenistic period mentions the 
sacrifice of 120 oxen for the Artamitia; the latter was an important 
festival, attested in three more inscriptions.” 

Thus, both Athena and Artemis might be candidates for the 
festival to which our inscriptions refer. Demeter might have a claim 
too: besides the fact that some of the pottery dedicated in her sanctu- 
ary presents Dionysiac themes, Demeter and Kore are perhaps 


not necessarily imply that the plays were produced for Apollo—all the more so since 
the honours given by the same Minoans in Amorgos to unknown judges (IG XII 
7.225) are to be announced by the strategoi at the Dionysia and the Heraia (1.11), but 
are to be inscribed on the temple of Apollo (1.12). 


*° Again, Scullion (2002) 114 (mentioning also the theatres of Poseidon at Isthmia, 
of the hero Amphiaraus at Oropos in Boeotia, and of Hera at Samos). 

7 At Athens, for example, at the Thargelia: on these see Wilson above. There were 
however circular choruses for Athena at the Panathenaia, for Prometheus at the 
Prometheia and for Hephaistos at the Hephaisteia: cf. lerand (1997) 255-8; Pickard- 
Cambridge (1962) 8-10. 

8 Pi. P. 9. 97-103. 

* SECir 161 and 162 (two copies of the same epigram) commemorating the 
sacrifice offered by Hermesandros son of Philon; SEG 9, 66, 3; SEG 9, 72, 92; SECir 
145, 2. 
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associated with Dionysos in a relief dated to c. 300 Bc and found in 
the sanctuary of Apollo; moreover, a theatre has recently been iden- 
tified in their sanctuary.” 

Still, the case for the Karneia seems overwhelming: that choruses 
performed in this festival is suggested by Callimachus in his Hymn to 
Apollo (85-7), and a sacrifice of bulls is also mentioned in that con- 
text (77-9). Dithyrambs for Dionysos could have been part of a 
festival for Apollo: in this connection, a well-known volute-krater 
from Taranto (a Spartan colony) is particularly important, for it 
represents on one side (Fig. 19a) Dionysos sitting on a rock, while on 
the other (Fig. 19b) it has on the upper register Perseus showing the 
Gorgon’s head to scared satyrs (a typical subject for dithyrambs), 
and, on the lower register, girls and youths with wide leafy crowns 
(kalathiskoi) dancing besides a pillar inscribed Karneios.”! 

If Denoyelle (2002: 606) is right in thinking that its composition 
may be understood as the Italiote answer to an Attic masterpiece 
such as the Pronomos-vase from Ruvo—and the two kraters indeed 
show the same kind of thematic balance, having on the one side, 
Dionysos and his thiasos, on the other, a theatrical/satyric represen- 
tation—then the Italiote Karneia were considered by the locals as 
comparable to the Attic Dionysia, both at the level of the type of 
performances and at the religious/cultural level. 


*© For Attic ceramic with Dionysiac imagery from the sanctuary of Demeter 
and Kore cf. Elrashedy (1985); Moore (1987); and McPhee (1997) 74; cf. also the 
Laconian cup with Dionysos dated to c. 520-480 in Schaus (1985) 43 n. 225, pl. 14. 
No significant pattern seems however to emerge from the range of mythological 
scenes reproduced on the vases found in this sanctuary. The relief, whose interpre- 
tation is uncertain, is now in Edinburgh, Nat. Mus. Scotland inv. 1956. 364, cf. LIMC 
IV 870 n. 308 and LIMC Suppl. VIII 964 n. 139. The comparison with the Akro- 
korinth, where a theatrical area was part of the sanctuary of Demeter and Kore, 
suggests itself; in addition to theatrical masks and terracotta figurines possibly repre- 
senting Dionysos, four inscribed pinakes were found there, bearing the inscriptions 
Avovicov, ITaévos, OdoAvvyots, ‘AAduaias: cf. Stroud (1968) 323-6 and 328-30; 
Bookidis and Stroud (1997) 247; Lavecchia (2000) 223-5; other instances of 
Dionysos and Demeter linked in dithyrambic contexts in Lavecchia (2000) 114, 116. 

*! Krater: Taranto, Nat. Mus. IG 8263, found in 1898 at Ceglie del Campo; LCS 
p. 55 no. 280; LCS Suppl. Ill, p. 19; Malkin (1994) 157 and n. 58; bibliography in 
Denoyelle (2002), who sees the vase as the result of the collaboration of a “Karneia 
painter A’ and of the painter of Brooklyn—Budapest. 


Fig. 19a Red-figured krater from Ceglie del Campo, now in Taranto, side A: 
Dionysos sitting on a rock. 


Fig. 19b Side B of the same: Perseus showing the Gorgon’s head to satyrs; 
girls and youths dancing near a pillar inscribed Karneios. 
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AN ATHENIAN INFLUENCE AT WORK? 


In her study of the accounts of the damiergoi, Dobias-Lalou (1993: 
35) had suggested that the number of the tragic choruses—three— 
that we find in SEG 9, 13 could be a reflection of the programme of 
the Athenian Dionysia. The new text shows that the tragic choruses 
need not always have been three; nonetheless, the hypothesis of an 
Athenian influence deserves consideration, as Athens was in Classical 
times the centre of dramatic culture.” 

The iconography of two funerary reliefs from Cyrene of the last 
quarter of the fifth century Bc might lend weight to this hypothesis 
if, as Laronde (1987: 140) has suggested, the artist was influenced by 
the Alkestis of Euripides: the play, produced at Athens in 438 Bc, 
might have been reperformed not much later in the theatre of the 
sanctuary of Apollo at Cyrene.” 

On the other hand, we do not necessarily need a Cyrenaean repre- 
sentation of Euripides’ Alkestis to explain these reliefs: the play itself 
alludes to songs in honour of Alkestis during the Karneia. Just after 
the death of the queen, the chorus sings for her (Il. 445-51), adding 
that the servants of the Muses will often celebrate her, both on the 
seven-toned mountain tortoise and with lyreless hymns, in Sparta 
when the season of the Karneia comes around, as well as in Athens.”* 
These verses involve two distinct oppositions: the first one between 
song and spoken verse, or, as seems more likely, between songs to the 


* The important finds of Panathenaic amphorae in Libya and more specifically 
in Cyrene show that there were close relations between the two poleis: cf. Laronde 
(1987) 142-5 (and 140-2 for a list of imported Attic vases); Maffre (2001a) 25-32 and 
pls. 8-12; Maffre (2001b) 1066-79; and Luni (2002). 

* The reliefs, kept in the Archaeological Museum of Cyrene, are reproduced in 
Laronde (1987: 138-9 pls. 36-7); cf. also Bonacasa and Ensoli (2000) 211-12 and 
Quattrocelli (2006). 

4 Eur. Alc. 445-54: odd oe povoordAotl wéAsovar Kat éExtatovdr 7 dpetav | yéAvv 
év 7 aAdpous KA€ovtes Buvois,| Sraprar KukAds avixa Kapvei-lov mepwicetar wpa! 
Lnvos, detpopevas | mavvbxou oeAavas, | Airapaiat r ev 6ABiats "Adavats. | Tolav éXres 
Bavotca pod-lrav peAgwv dowdois. This is Diggle’s text; at 1. 448 cuxdAds is a correction 
of Scaliger almost universally accepted, but the codices have xdxAos (maintained by 
Nilsson 1906: 118). Full discussion of the possibilities (including ‘round dance’) in 
Dale (1954) 90; cf. also Susanetti (2001) 215-17. 
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lyre and songs to other instruments;* the second one between Sparta 
and Athens, conveying the idea that Alkestis’ fame will spread 
throughout the Greek world. We know that Phrynichos had com- 
posed an Alkestis, and that her story had also formed the subject of 
a lost play by Sophocles, the Admetos: when mentioning Athens, 
Euripides may have been alluding to these dramatic performances. 
Similarly the mention of the Karneia opens the possibility of a more 
specific understanding (by the Spartans and the Cyrenaeans): the 
Karneia was the most important festival of both Sparta and Cyrene, 
dedicated to Apollo—and in view of the important role of the god in 
the Alkestis it has been suggested that the story of Alkestis might have 
been elaborated (or at least sung) precisely in that context.*° But then, 
the funerary reliefs can be explained independently of a performance 
of Euripides’ Alkestis in Cyrene: Alkestis’ story might have been 
known through performances at the Karneia, at Sparta but also in 
Thera and Cyrene.” Alkestis is, already in Hesiod (fr. 37.16—22 M—W), 
the daughter of Pelias, and thus closely related to the Argonautic 
story, in its turn related to the foundation of Cyrene. According 
to Pausanias’ description of the Chest of Cypselos (5.17.9-11), 
Admetos, Iason, and Euphemos participated in the funeral games for 


* Thus Dale (1954) 90, who remarks that the terms péAsovor and podndy 
peA€wv dowdois would be more appropriate with the second alternative. For song to 
the adAds as aAvpov péAos cf. Arist. Rh. 3.6.7, 1408a. 

°° Weber (1930) 12-20. The song of the chorus in the second stasimon is defined 
by Dale (1954) 88 ‘a study in prosodiac-enoplian’, something which may suggest that 
Euripides is here ‘picking up’ an older tradition; similarly, it might just be possible 
that the term «v«Aos, which has caused difficulties to the commentators (who—as 
now Diggle, n. 34 above—generally correct to xuxAds), may refer allusively to cyclic 
choruses. 

*” The name Admetos is particularly frequent in Thera among the priests of 
Apollo Karneios. The name is attested twice in Cyrenaica, in two inscriptions of the 
second century Bc; once in Delos and twice in Thasos, also in the second and first 
century Bc; and eight times in Thera, in inscriptions dating from the second century 
BC to the second century ap (cf. LGPN I s.v.; Malkin’s reference (1994: 158 n. 64) to 
an Admetos master-dancer at the Karneia is wrong: the text has Eumelos). Six of 
these are priests of Apollo Karneios; particularly interesting are IG XII 3.868 and 869 
(imperial period), because Admetos son of Theokleidas, priest of Apollo Karneios 
dua yévous, claims to descend from Lakedaimonian kings and from the Thessalian 
ones Peleus and Pheres. This recalls the genealogy of the Aigeidai: cf. Krummen 
(1990) 140-1. The comparison with Athens, where the name is attested only four 
times (cf. LGPNII s.v.), is instructive. In Sparta, Admetos is attested twice (father and 
son), and given the scarcity of information on Sparta this is not little. 
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Pelias; Alkestis was portrayed (the only woman to be named) on the 
other side of the chest.** Alkestis might thus have been at home in 
Libya, and her story might have been sung in the Cyrenaean Karneia. 
This does not necessarily exclude Athenian influences: but it rather 
points towards local traditions. 

The same applies to the presence of a bear. Brauron comes to 
mind, But this parallel need not be explained as a direct Attic influ- 
ence: bears appear, in a more or less marked way, in many regions of 
the Greek world.” 

One further bit of information may lie in the number three: three 
damiergoi, three karukes (heralds), three phrouroi (guards). As a 
Dorian colony, Cyrene had three phylai (which were kept in place 


38 On the links between the three sons of Tyro Pelias, Pheres, and Aison and their 
offspring Alcestis, Admetos, and Iason cf. Gantz (1993) 189-95; a Euphemos, very 
likely the Argonaut central to Pindar’s Pythian 4, appears among the contestants in 
the funeral games for Pelias, together with Kastor, Admetos, Alastor, Amphiaraos, and 
Hippasos, on a late Corinthian krater from Berlin (now lost: F1655). In that same 
Pythian 4.126, Pheres and Admetos come on hearing of Iason’s arrival. Later 
Callimachus attests to this same connexion by numbering Cyrene, the daughter of 
the Lapith king Ipseus, among the participants in the funeral games at Iolcos (Hymn 
to Artemis, 3.206-8); cf. also Malkin (1994) 158. The name Admetos is attested twice 
at Cyrene: cf. Marengo (1991). 

* Having examined some sixty sanctuaries (including the temple of Artemis in 
the sanctuary of Apollo at Cyrene) in which, according to archaeological reports, 
images of animals were a fairly common form of votive, Bevan (1987) found bears in 
six: the Acropolis of Athens; the Argive Heraion; the Artemision of Thasos; the 
sanctuaries of Artemis Orthia in Sparta (terracotta and ivory figurine of the Archaic 
period, possibly a rough relief on a limestone plaque) and of Athena Alea in Tegea; 
and the sanctuary of Artemis Hemerasia in Lousoi, where the bear is represented by 
the teeth which some worshippers chose to dedicate there. To this evidence should be 
added the Cyrenaean inscriptions (not mentioned by Bevan); the temple-legends of 
the arkteia at Brauron and Mounichia (on which see Guarisco (2001)), and the 
Arcadian legends of Kallisto and Atalanta, which are related to motherhood and the 
upbringing of infants: the bear was for the ancients a symbol of motherhood (cf. Plu. 
Mor. 494). Moreover, an inscription of the early second century Bc from Arcadian 
Stymphalos (SEG 25, 445; cf. Moretti ISE 55) mentions a Brauronian Artemis at 
Stymphalos (Paus. 8.22.7 saw a temple of Artemis there). A sanctuary of Athena has 
also been excavated on the acropolis of Stymphalos; intriguingly, a late Archaic Attic 
kore, more than a century older than the temple, has been found in the vicinity of the 
latter. It is not clear how the statue got there; Williams and Schaus (2001) 85 suggest 
that it either belonged to an earlier phase of the sanctuary, or it was brought later 
from Athens, possibly when Artemis Brauronia was given a sanctuary in Stymphalos. 
Bevan (1987) supposes on the other hand that the bear in the cult may have come to 
Attica from the Peloponnese at some time before the fifth century. 
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by the reformer Demonax of Mantinea: Herodotus 4.161) and it 
organised its Karneia just as the Spartans did. Athenaeus (4.441 e-f), 
quoting Demetrios of Skepsis, affirms that during that festival at 
Sparta nine men were installed in nine skiades (tents), where they 
took their meals and responded to the command of a herald. In 
each skias members of three phratriai were united, and the festival 
lasted nine days. Musical contests were organised for the occasion; 
according to Callimachus (Hymn to Apollo 85-7) the Cyrenaean 
Karneia featured dances by young armed men and Libyan women.” 
If the Cyrenaeans had maintained the Karneia in their city, as the 
Aigeidai of Sparta had originally established them at Thera and then 
in the new colony,” the number three appearing repeatedly in SEG 9, 
13 and 48, 2052 could be a hint of the phyletic organisation of the 
festival.” 


THE PRIZES FOR THE DITHYRAMBIC 
AND TRAGIC CHORUSES 


Let us now focus on the dithyrambic and tragic choruses. As we 
have seen, SEG 9, 13 mentions four choruses, three tragic and a 
dithyrambic one; all receive an ox. 


Cf. Hellanikos (FGrH 4 F85-6), quoted by Athen. 14, 635c-f. The latter, citing 
Sosibios [Tept ypévwy (FGrH 595 F 3), affirms that the musical contest was 
established in the twenty-sixth Olympiad (676-672 Bc). On the Cyrenaean Karneia 
as presented in Callimachus’ Hymn to Apollo see Nicolai (1992); Krummen (1990) 
108-10. 

“’ For the links between Sparta, Thera, and Cyrene cf. Hélkeskamp (1993) 416-18; 
Malkin (1994), passim (specifically on the Karneia, 143-58); Karneia were also cele- 
brated at Argos, Cos, and Thera, and more generally in the Dorian world: cf. Nilsson 
(1906) 118-29. On the relationship between Battiadai and Aigeidai, cf. Nafissi (1985). 
But Arcadia is also (not surprisingly: cf. the reforms of Demonax of Mantinea, 
Hdt. 4.161.2-3) very present: damiorgoi are attested in an Archaic inscription from 
Thera, IG XII 3.450 1-2 and 5-6, but in Arcadia as well, cf. Th. 5.47; Syil.’ 183; and 
Syll? 314B 4—5, where we have a ypodeds Sapropyav. 

“ On the organisation of Cyrene cf. Hélkeskamp (1993), esp. 409-19. In the 
fourth century there were still three phylai. BuAai, maTpar, and évvja éraipyas are 
mentioned in the famous stele of the founders of Cyrene (fourth century Bc): SEG 9, 
3, 15-16. On the other hand if the number of the tragic choruses was two in SEG 48, 
2052, the choral performances can hardly have been organised on a phyletic basis. 
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The oxen are prizes to be sacrificed and eaten together, as is clear 
from |. 19, where thighs, that is portions, are mentioned. This could 
mean that both the tragic choruses and the dithyrambic one con- 
sisted of locals, and that the mageiros (butcher) mentioned at |. 16 as 
having been in charge of preparing the thighs might also be con- 
nected with this festival. Such a prize brings to mind Pindar’s verses 
on the ‘ox-driving dithyramb’: there were cultic associations between 
Dionysos and the bull, and the ox or bull is attested as a prize for 
dithyrambic agones, even if mostly in sweeping statements.” At 
Athens, the winners in the lesser agones of the Panathenaia (those 
which were reserved to citizens: pyrrhiche, euandria, lampas, and 
neon hamilla) also received an ox as a prize.’ As for Cyrene, there all 
choruses, tragic and dithyrambic, received an ox; it is difficult to tell 
how usual this was. 

It is possible to form an idea of how much the prizes for the tragic 
and dithyrambic choruses weighed on the general expenditure of the 
year: the thighs of an ox cost thirteen stateres (a sum corresponding 
to the price of the animal); in the Cyrenaean monetary system, 
thirteen stateres are the equivalent of fifty-two drachmas.” The 
expenditure for the four oxen amounted thus to 208 drachmas— 
which is not much if compared with the total expenditure of about 
20,000 drachmas! The reason for registering these specific expenses 
cannot then have been the wish to account for an important sum. 

The fact that an ox was given as a prize to each of the choruses, 
irrespective of whether they were dithyrambic or tragic, allows 
some inferences about their relative size and importance. If the prize 


*® Cf. Pi. O. 13.17-19 S—M.; ‘Simonides’ epigr. 27 Page (AP 6.213, 1-2); schol. vet. 
Pl. Rep. 394c; X' Pi. O. 13.26a; Suid s.v. Tavpodayov: rov Atévucov. SodpoxdAyjs ev Tupot 
avtl Tob OTL Tots TOV dOdpapBov VUKHOAOL Bots €6/5070, a comment which is also 
found, attributed to the grammarian Apollonios, in Y Ar. Ra. 357, and attributed to 
Aristarchos in Tzetz. Comm. in Ar. Ra. 357 (with an interesting additional remark: 
Tlérlns dé diOvpapBixois Kal Avpixois dnow érabAov did0c0ar Tabpov, od pévror ye 
TpaytKkois 7) Kwpwotav SidacKddAors). Cf. Ierand (1997) 57, 70-1, 172-4, 247, and 271- 
2; Pickard-Cambridge (1988) 78; Pickard-Cambridge (1962) 6—7, 52 and n. 3. Apart 
from the prize, at Athens a bull was sacrificed before the contest: cf. IG II’ 1006, 12; 
and Ierano (1997) 243-4. 

“ IGILP 2311, 71-81 (first half of the fourth century). 

* And are equivalent to thirty-nine Attic drachmas: Laronde (1987) 331 and n. 86; 
324 and n. 10. 
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allotted was the same, they must have been formed of roughly the 
same number of participants. The difference from what we know of 
the situation at Athens is notable here. Moreover, at least in the case 
of the tragic choruses it seems difficult to speak of ‘contest’ and 
‘winners’: if all three choruses received the same prize, they should be 
considered participants in a celebration rather than a competition. 
The oxen could be simply a compensation for their performance in 
honour of the gods. 

This is however one of the points in which the two inscriptions 
part company. In ll. 10 and 13 SEG 48, 2052 mentions tragic and 
dithyrambic choruses, in the same order as in SEG 9, 13, but in the 
genitive;*° the mention of the dithyrambic chorus at |. 13 is followed 
by the article in the dative (7«.), a sign of interpunctuation, and a 
tantalising vix[, after which the stone breaks.” Some word from the 
semantic field of ‘victory’ is almost inevitable. Marengo and Paci 
(1998: 383-4) suggest restoring v«[d0pu], a term otherwise 
unattested at Cyrene, which they then also restore in |. 10 (there, the 
word fills the lacuna, adding up to twenty-three letters, which is 
about the assumed line-length of the inscription).** Besides Hesychius 
(v 564 virabpov: érabAov, émivixiov), nikathron is found only once, 
in a Spartan inscription of the Augustan period (IG V 1.267,10: 
vikapov Blop@éat]), where it denotes not the prize received by the 
victor, but the offer to Orthia of the stele and the victory (hence LSJ 
‘thank-offering for victory’). Sparta is a very convenient location, 
even if the period is not the same, because of its close relationship 
with Cyrene; but the meaning in the Spartan stele seems to be quite 


“© No particular significance can be attributed to the use of rpaywiSixds instead 
of TpayiKos. 

*” The presence of the interpunctuation here is problematic. Elsewhere in this 
account the interpunctuation is used sensibly; this would be the one disruptive case. 
It is however difficult to imagine a sentence ending with an article in the dative, and 
then a new entry; moreover while usually in the inscription the interpunctuation 
occupies a space of its own, here it seems to have been squeezed—possibly at a second 
stage—between the two letters; we may then have to assume an error of the stone- 
cutter. 

** Dobias-Lalou (2000) 22 may have had doubts as to the correctness of the 
restoration, because she does not mention the rare use of vixafpov in her study of 
the dialect of the Cyrenaean inscriptions, even though she does cite as an example 
of shortening of the w before a vowel the [zpay]-lowixcav of SEG 48, 2052, 10. An 
alternative would be rau vie[ ave. 
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different from what we should assume in Cyrene. The same oscilla- 
tion in meaning appears however in the corresponding Attic Greek 
vixynTHptov, a prize dedicated to a god as a thank-offering for victory, 
but also a special kind of prize to be shared collegially in a feast 
among the winners.” The prize in Cyrene may have been oxen for 
the sacrifice and the ensuing banquet, and a clue may come from the 
sum allotted to the tragic choruses: 110 drachmas is roughly double 
the 52 drachmas which were paid, in SEG 9, 13, for an ox. Two tragic 
choruses might then have participated, and each might have received 
an ox.” In this case the (probable) use of vica@pov need not have 
implied a contest. 

Another difference in respect to SEG 9, 13 is however that there 
seems to be an additional something (the fragmentary émifev- at 
I. 11 has to be connected with émi7i@nu., something added on top). 
This might have been an additional prize, for example for a second 
position, or also an expense related to the activities of the tragic 
choruses, such as the hire of the costumes.”' 


® For the first meaning cf. the accounts of the Athenian treasurers of Athena and 
the Other Gods, where, as of 402/1 Bc, a crown dedicated by the polis as niketeria of 
the citharode is mentioned (IG I’ 1372, B3, restored on the basis of IG II’ 1388, A37; 
the formula is consequently restored in the entire series). On the other hand, the 
prizes of the lesser agones at the Panathenaia figure under the heading w«y77pia— 
and they are oxen. A niketerion need not be very valuable: at Delos in 189 Bc the 
niketerion for the hamilla (naval competition) at the Posidonia cost only 12 
drachmas, while the ox sacrificed at the same festival cost 120 drachmas (I.Délos 
401, 21); around 190 Bc, the ox cost 72 drachmas, and the niketerion was worth 10 
drachmas (I.Délos 406, B74). In 179 Bc the payment to the two auletai for the Delian 
Apollonia was 3,000 drachmas, to which were added 470 drachmas for the siteresion, 
the choregemata and the niketerion—it is unclear whether the latter was given to both 
or only to the first one (I. Délos 442, A86 and 128). At the Apollonia of the year 192 Bc 
the pay for the auletes Telemachos was 1,500 drachmas, the siteresion 130, the nikete- 
rion 60, to which were added 50 drachmas for the choregemata and as much as a 
xenion, for a total of 1,790 drachmas (I. Délos 399, A56-—7); cf. Sifakis (1967) 31 n. 1. 
On the other hand, still in Delos but during the period of Athenian domination, in 
377 Bc the niketeria for the choruses were tripods worth at least 1,000 drachmas 
CUIGIP 1653, 33 = I. Délos 98A33—the rest of the sum is in a lacuna). Even this was not 
so much, when compared with what was spent in the same year on the oxen for the 
festival: one talent and 2,419 drachmas. 

°° So Marengo and Paci (1998) 384 n. 23. Our hypothesis concerning the number 
of the exarchoi (below) falls in neatly with this. 

*! A Delian account, IG XI 110, 17-18, mentions (using the expression od 
kateOéyuny) the fact that the archon did not put the expense for the hire of the 
costumes on the account, having paid for it personally: Sifakis (1967) 40-1. 
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As for the dithyrambic choruses, it is impossible to advance 
guesses as to their number or the prize, since the sum allotted is lost. 
The festivities in Cyrene may have been organised so as always to 
add up to four choruses—but on the scanty evidence, it might be 
better to refrain from even this inference. 

We do not know why the changes in the type of performances 
occurred (from one to more dithyrambic choruses), nor how they 
were financed. Clearly these choruses performed in a civic cult, 
and the city was responsible for the prizes offered.” But where did 
the choreutai come from, who chose them, and who paid for their 
training?’ These questions are not answered by the inscriptions. The 
most plausible guess seems to be that the tragic and dithyrambic 
choruses were composed of locals (whether organised along phyletic 
lines or not, is difficult to tell). And what exactly is meant by yopois 


* The presence of tragic choruses and in general of dramatic performances at 
Cyrene finds a striking complement in the paintings covering the walls of a second- 
century aD tomb, the Tomba dei ludi funerari. According to Bacchielli (1993) 86-95 
on the far side of the tomb are represented a scene from comedy, two dithyrambic 
choruses (for Strasser 2002: 98 and n. 9, however the scene represents a pythaules and 
a chorokitharistes, both with seven choreuts, while a choraules figures on another 
painting of the same tomb), and a scene from tragedy; for the latter, Bacchielli thinks 
of the Orestes or of the Heraclidae. One of the figures is clearly Heracles: one might 
be tempted to suggest a scene from the Alcestis. As the inscriptions which were 
painted besides (and sometimes over) the characters have not yet been published, 
interpretation must wait. 

°° An inscription from Mgernes of the end of the first century Bc (SEG 9, 354: 
discussion in Laronde 1987: 334-5), shows that under precise circumstances a citizen 
could be liberated from liturgy, while being entered among the priests of Dionysos 
(1. 10-14: [éy] yparba[e 5€] ad-lrov Kai és Tos fapeis 7H Atovda[w] | tapatevKdra, Fev 
dé adrov xalt] | dAecrodpyn7ov); the priests of Dionysos in Mgernes seem to function 
as those of Apollo in Cyrene (on the latter, see Robert 1940: 3-15). Can we assume 
that in the fourth century the Cyrenaeans were submitted to a khoregia as the 
Athenians were? Wilson (2000) 290, while thinking that the choruses were organised 
along phyletic lines, leaves the question open. For leitourgia and leitourgein in 
Cyrenaica cf. also SEG 9, 8, 57 (an edictum of Augustus stating that citizens from 
Cyrenaica who receive honours will have to be leitourgists nonetheless; cf. also ll. 104, 
114-15, and 136); the honorary decree from Arsinoe (end of the second-—first half of 
the first century Bc) SEG 26, 1817, 48 and 53 (respectively éyopayyoe and Aevtoupyeiv, 
in a matter concerning the acquisition of wheat); and Reynolds (1977) no. 18, 15 
(decree of the Jewish politeuma of Berenice exempting from any leitourgia and 
honouring a citizen who has undertaken at his own expense the plastering of the 
floor and the painting of the walls in the amphitheatre, first century Bc to first 
century AD). 
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TpayiKois Tptot (or by tpayoudixois yopois): tragic choruses, as in the 
narrative referring to the changes introduced in Sicyon by the tyrant 
Kleisthenes (Herodotus 5.67), or the tragic choruses of three traged- 
ies? A straight answer to the question of the kind of spectacle per- 
formed by the tragic choruses mentioned in our inscriptions is 
impossible: the only clue to the solution may lie in the use of the 
term periaktriai. If the periaktriai were revolving stage machines, 
then we must admit that we are dealing with tragic choruses of 
tragedies. On the other hand if the periaktria was a priestess, then the 
tragic choruses may have pertained to tragedies, but may also have 
performed particular bravura pieces simply qua choruses.” At any 
rate, it is extremely interesting to be able to add one more reference, 
and a relatively early one at that, to the meagre dossier concerning 
tragic performances by choruses in the Hellenistic period. 

As for the possibility of imported artists, there are as yet in Cyrene 
no traces of tragic actors. One case of a foreign performer might be 
the aulodos Apollodoros, mentioned in a much-discussed inscrip- 
tion, the so-called ‘stele of the ciAa’. This document shows that 
around 335 Bc a group of Cyrenaean ambassadors was sent to Meg- 
alopolis in order to pay 4,000 minae (an enormous sum) to a not 
otherwise known aulodos, Apollodoros, as right of reprisal.” It is 
however by no means certain that the Cyrenaeans had incurred 
this debt because of any musical performances on the part of 
Apollodoros. By the third century, on the other hand, a Cyrenaean 
komoidos had entered the international artistic circuit: around 
260-252 Bc, a Polyaratos, son of Eudoxos, from Cyrene performed at 


* For the various possibilities (persistence of a tragic chorus; performances of 
tragedies without choruses; bravura pieces in solo-song by tragodoi; amoebean song 
between an actor and a chorus), which may often have depended on the composition 
of a specific theatrical troupe, see Sifakis (1967) 113-20 (persistence of tragic 
choruses); Gentili (1979) 16-31 (no tragic choruses); Wilson (2000) 308-9 (diversity, 
among which a possibility is the combination of a small professional chorus with 
local choreutai). 

°° SECir 103 and pl. 81; SEG 20, 716. New fragment: SEG 27, 1194; SEG 30, 1783. 
Photograph, text, and discussion (with suggested date of c. 335) in Laronde (1987) 
149-61 (SEG 38, 1879). At ll. 20-2, it is specified that the group led by Karnedas, 
son of Spondarchos, has to go to Megalopolis in order to reimburse "A7roAAddwpov 
Tov avAwdov (no patronymic, but in the inscription the creditors are all simply 
characterised by their activity, their origin, or a physical particularity). It is unlikely 
that this Apollodoros was a Cyrenaean, as supposed by Stephanis (1988) no. 250. 
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the Soteria in Delphi. He was also granted proxeny, enktesis, isotelia, 
and asphaleia by the people of Oropos around the middle of 
the third century Bc: these distinctions may have underlined the 
excellence of this individual.” 


THE EXARCHOI AND THE REST OF THE PERSONNEL 


SEG 9, 13 lists at Il. 16-17 expenses for different kinds of experts 
(exarchoi and karukes, an auletes, a secretary, a treasurer, a butcher, 
and guards), who are possibly connected to the performances of the 
tragic and dithyrambic choruses. The entire issue revolves around 
the exarchoi. While Oliverio saw in them simple guides, Chamoux, 
on the basis of Demosthenes De Corona 260, suggested that the 
exarchos was the chief of the chorus. Similarly, Dobias-Lalou con- 
siders that the exarchoi are the equivalent of the phrase of 
eEdpyovres Tov SiOdpayBov used by Aristotle in a famous passage of 
the Poetics in order to describe those that became the protagonists 
of tragedy.” 

How does the evidence of SEG 48, 2052 fit into the picture? As has 
been mentioned above, the vocabulary and the syntactical arrange- 
ments of this inscription are not the same as in SEG 9, 13. There, the 
officials followed directly after the choruses; here the mention of the 
choruses is followed by two lines concerning expenses for the bear 
(and thus probably for the cult of Artemis); then come a —thra which 
is difficult to understand and a mention of expenses for the priestess 
of Athena; the list of the officials begins only at this point. 

All of this is however ‘bracketed’, as it were, by the indications of 
l. 9 (rade €€0s tapoOvaias, ‘without including the sacrifice’) and 22-3 
(ro av ‘total’; and 76 wav fapoOvaias ‘total including the sacrifice’). 


°° Delphi: Syill.’ 424, col. I, 67 = GDI 2563, 260-252 sc; cf. Ghiron-Bistagne (1976) 
352-3; Sifakis (1967) 159; Stephanis (1988) no. 2090. Proxeny decree for [ToAvapa- 
tos Ebddéov Kupnvaios and his descendants: SEG 15, 265 = Arch. Eph. 1952, 
171/2 no. 3 (cf. also SEG 16, 298); he does not seem to have been affiliated to an 
Artists’ association. 

°” Oliverio (1933) 119; Chamoux (1988) 152-3; Dobias-Lalou (1993) 30, cf. 
Dobias-Lalou (2000) 239, and above n. 13. 
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We might then want to consider all the expenses listed within these 
lines as pertaining to some specific festival. While for the exarchoi 
and the aulos-player we may be in doubt as to whether they par- 
ticipated in the festival as performers or only as officials, the rest of 
the personnel named had to do with the organisation and the func- 
tioning of that same festival. This makes sense of the presence of 
three guards (the zpwpo/): three are not enough in case of serious 
trouble, but they may form some kind of official escort to a pro- 
cession. The same applies even more clearly to the rest of them, 
secretary, treasurer, and mageiros: they cannot have been per- 
formers, but they may have been directly connected with a specific 
festival. Thus, in light of the scanty evidence available, the best solu- 
tion may be to link the exarchoi with the choruses (both tragic and 
dithyrambic), and to think of all the others as personnel of the 
festival.” 

Something of the duties of an exarchos can be gathered from a 
passage of Eratosthenes. In it the Cyrenaean defines the role of the 
exarchos in respect to the chorus, the auletes and the kitharistes, 
saying that, in the absence of musical accompaniment, the leader of 
the chorus would take up and speak the tenella outside the song, 
and the chorus of the komasts would contribute the kallinike.” For 
Eratosthenes, then, the exarchoi had to do with choral performances: 
they may have had a role similar to that of the tyeudves rob yopot 


3 An interesting fact, even though it cannot be pressed too hard, is that kjpuxes, 
avAynrai and pdyeipor appear in the same order of SEG 9, 13 in a passage of 
Herodotus (6.60) attesting that at Sparta these functions were transmitted from 
father to son. If we admit that the same or a similar structure may have obtained in 
Cyrene as well, then this is another reason to separate the exarchoi from this group. 
There is space to restore a mageiros (as well as a gropheus) in SEG 48, 2052, 17-21; 
their order is however not the same as in SEG 9, 13. We probably should recognise 
these officials in the unique t7y|[peaiais] of the account SEG 9, 33, 9. 

» S Pi. O. 9.1k = FGrH 241 F44: repi S€ rob rHvedAa Epatoobévys dyotv bru dre 6 
avAnrrjs 7 6 KLBapraris (47) TapHy, 6 €Eapxos adTo weTaAaBa eAeyev €Ew Tob éAovs, 6 
b€ Tov KwuaoTav yopos éméBadXe 76 KadXiviKe, Kal oUTw GuVELpdpevov yéyove TO 
ThvedAa Kaddivixe. Geus (2002) 291-301, in particular 294 n. 36, thinks that in the 
passage cited Eratosthenes did not want to discuss Pindar’s verses, but rather Ar. Av. 
1764, and considers his explanation of the tenella as a vocal replacement for the 
missing musical accompaniment (an explanation which coincides with that offered 
by 2 Ar. Av. 1764) a likely one (contra Dunbar 1995: 769-70). It may be worthwhile to 
point out the careful wording of the fragment: ovveipopevor is a technical term, cf. Pl. 
Lg. 654a: @dais Te Kat dpyjocaw aAAnAots EvvelpovTas. 
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recently discussed by Slater, both leaders of the chorus and first 
singers.” It is interesting to note that Eratosthenes does not connect 
the exarchoi with a specifically Dionysiac performance, but with 
choruses tout court (and in fact, the scholiast who is quoting him 
adduces his opinion in the context of the tenella kallinike, a victory 
song). This ties in well with the fact that in SEG 9, 13, where only one 
dithyrambic chorus is mentioned, the exarchoi are a group: if indeed 
they are to be linked to the choruses, they took care of the dithy- 
rambic and of the tragic choruses as well. Our last bit of evidence for 
é€apyou in Cyrene, an extremely fragmentary account, also dated to 
the fourth century Bc, confirms our hypothesis. The stone is broken 
on all sides, so that we cannot know how much is missing from either 
the beginning or the end. What is preserved is a word kallisteia, 
followed by the final part of the sum allotted to it and by a mention 
of exarchoi, and, on the following line, of the priestess of Athena.*! 
Here, the exarchoi would seem to be located in a position where there 
is no room for choruses—unless the Kallisteia (a competition in 
beauty among women, possibly, in view of the presence of a bear in 
Cyrene, linked to the Arkadian nymph Kallisto?) themselves imply 
the presence of choruses.” The latter seems the better option: for if 
choruses are not explicitly mentioned near the exarchoi, neither is 
there room for any of the other officials. 


°° Cf. Slater (1997) 97-106; Wilson (2000) 166 and 358 n. 50. The word hegemones 
appears at Cyrene only in SEG 9, 61, 2 (7yepdves ei ts Oeparreias), after 128 Bc, ina 
very different context (military officers honouring Kleopatra III). 

*! SEG 9, 21: ==]KaAAvornuais--l-- 33: e&dpyous [--1--A]@avaias tapéa[i-- b= 
== X33 68..||5--]X X[. According to Dobias-Lalou (2000) 82 n. 4 and 271, the 
reading of Oliverio (1933) 92, followed in the SEG, is wrong: the stone has — 
KAAAIXTHIAT-, to be understood as a nominative plural (either a ‘beauty 
contest’, or a special prize—an aristeion—for the best chorus, comparable to the 
epithen- of SEG 48, 2052, or also the best offering for a sacrifice) followed probably by 
the article in the dative for the recipient of the expense (Oliverio’s photograph, t. XIII 
fig. 9, 22, seems to corroborate this). 

° ¥ Hom. Il. 9.129 mentions xaAAto7e/a in Lesbos, in connection with the cult 
of Hera, and also a competition in beauty in Tenedos. There was also an Arcadian 
aywv KaAdovs which took place among women in honour of Demeter Eleusinia at 
Basilis (Athen. 13.609e); the participants were called ypucoddpor. Interestingly, the 
term recurs for male priests in a fragmentary inscription of the first century Bc from 
Cyrene, SECir 120 (of teparevxdtes Kai ypuoodope|vres). Finally, the Hesychian 
lemma zrvAauides: at év KaAAEL Kpivopevan TOV YUVALK@V KQL VUKMOaL may be connected 
to Demeter Pylaia. Cf. Nilsson (1906) 57 and 336; Guarisco (2001) 77-8. 
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The amounts paid to the priestesses and to the various officials 
may give us some further indications. The bear receives food and 
possibly something else for a total value of 240 drachmas, while the 
priestess of Athena is given 200 drachmas.® The exarchoi receive 220 
drachmas, and if this is the total of the expenses for the exarchoi, then 
there were either two or four of them, receiving 110 or 55 drachmas 
each; the auletes, who had the most important role, receives 420 
drachmas—a far cry less than what the auletai received, a century 
later it is true, at Delos, but still not a small sum; the treasurer is the 
best paid, with 508 drachmas. As for the sums paid to the rest of the 
personnel, they have disappeared in the lacunae. 


CONCLUSION 


It is difficult to draw any clear-cut conclusions from the evidence 
surveyed. The inscriptions mention important expenses on some 
religious festival—very likely the Dorian Karneia—that included in 
its programme dithyrambic and tragic choruses, and that presented a 
high degree of organisation. It is not possible to say in detail how 


°° After the word tropha the text breaks off; the following line has a —thra and then 
a sum. As observed by Marengo and Paci (1998) 384-5, the options are to think of a 
clause referring to the bear, who would receive food and something else, for a total 
value of 240 drachmas; or to imagine a sum after tropha (two minae, as for the 
priestess of Athena) and then a new clause. The word to be restored should be linked 
to the cult; among the possibilities (for which see Buck and Petersen (1948) 325-6) 
are the Hesychian glosses yei@pov: évduya (dress, which gives a line of twenty-three 
letters: 7a. apkart tpod[a Kal és TA yet]-l0pa); virabpov, attested for Artemis Orthia in 
Sparta (see above); or cdpi0pa (wooden-masks, giving: rai dpxaxr tpod[a Kal és KUpi- 
[-l@pa). The latter gloss is connected with the Hesychian gloss xupirtoé: of éyovtes Ta 
évAwa Tpdcwra Kata Tradiav, Kal éopralovtes THL Kopv0adiar yeAovaorai, and thus 
with Artemis Korythalia; Athen. 4.139b speaks of an Artemis called Korythalia in the 
neighbourhood of Sparta, for whom dances were performed. Apollo was also con- 
nected to Artemis Korythalia: cf. Nilsson (1906) 183-7. 

* The sum cannot be divided neatly among three; five, at forty-four drachmas 
each, would be a possibility. Two or four exarchoi would tie in well with the 
hypothesis advanced by Marengo and Paci (1998) 384 n. 23 as to the number of 
tragic choruses: see above n. 50. In theory, the 220 drachmas might also be what each 
exarchos receives, but the wording speaks against this hypothesis; so does the com- 
parison with the indemnity allocated to the three damiergoi, three minae, one mina 
each. 
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things worked, but it is at any rate clear that many influences and 
models were at play in Cyrene: the Libyan polis was by no means cut 
off from the rest of the Greek world. The complexity of the situation 
is due to the fact that we have to take into account cultural inter- 
actions between the Spartan (and more generically Dorian) tradi- 
tions (to be expected in Cyrene because of the origin of the polis); 
the Arkadian strand, attested since the reform of Demonax, and still 
strong in the fourth century, as is shown by the stele of the sula; the 
Athenian influence, which exerted itself, culturally and economically, 
throughout the Aegean; the relationship with Delphi, particularly 
important already at the moment of the foundation, and still very 
much alive in the fourth century; and the continuing existence of 
strong local traditions. All of this goes some way towards explaining 
the presence of unique cultic associations, as well as the use of a 
terminology which is unique in respect to the rest of the Greek 
world. 


° Cf. Bousquet (1952) 71-5 for the relations between Cyrene and Delphi; in 
particular, the construction of the treasury of Cyrene at Delphi dates to the second 
half of the fourth century (c. 335-330 Bc) and is contemporary with the architectural 
reorganisation of the sanctuary of Apollo at Cyrene, and with the reconstruction of 
its temple. For the contacts between the philosopher Plato and important Cyrenaean 
families cf. Laronde (1987) 110-16 and 129-31; the theories of the famous math- 
ematician Theodoros, who appears in Plato’s Theaetetus, might explain the structural 
relationships of the different elements of the treasury of the Cyrenaeans at Delphi: 
Bousquet (1952) 77-98. 
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A Horse from Teos: Epigraphical Notes 
on the Ionian—Hellespontine Association 
of Dionysiac Artists* 


John Ma 


Peter Herrmann zum Gedachtniss 
I. TEOS: EPIGRAPHY, TERRITORY, HISTORY 


The ancient Ionian city of Teos is important and interesting, 
especially in the context of a volume on the ‘epigraphy of the 
Greek theatre’; it deserves to be presented briefly. Teian epigraphy is 
abundant, and rich in famous texts:’ the wealth of epigraphy reflects 
the twofold articulation of Teian history, which it shares with many 
other poleis: as a smaller entity caught in the high politics of war 
and conquest; as a stable actor in its own history, living its life as a 
political unit and pursuing its own aims at a regional scale. 


* Many thanks to the following colleagues: Peter Wilson for his invitation to 
publish this paper; Hasan Malay for assistance with the stone in Sigacik; Angelos 
Chaniotis and Christian Habicht for reading an early version of this chapter and 
much improving it with comments; Charles Crowther, David Fearn, Peter Thone- 
mann, William Slater, for helpful suggestions when this paper was first read out; Glen 
Bowersock and Christian Habicht for permission to work on the squeezes of LB—W 
91 and 93; Bob Kaster for checking measurements on these squeezes; Panayiotis 
Hatzidakis and Jean-Charles Moretti with help on Delos; Jim Coulson for pointers on 
architecture. Responsibility for mistakes remains my own. 

' Inscriptions from Teos are compiled by McCabe and Plunkett (1985), an 
unpublished fascicle in the ‘Princeton Epigraphy Project’; also Ruge (1934) 539-43. 
Unpublished texts mentioned by L. Robert: OMS IV 149 (there announcing the 
near-completion of an epigraphical corpus for Teos); BE 69, 496. 
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Fig. 20 Smyrna and the region of Teos: extract from A. Philippson, 
Geologische Karte des westlichen Kleinasien, Blatt 3 (in Philippson 1911). 


The wealth of Teian epigraphy is also the reflection of a long 
history of travellers to the site, easily accessible from Smyrna 
(Fig. 20). The ancient town itself, however, is not well known, apart 
from the temple of Dionysos; alluviation has covered the remains 
which were visible in the nineteenth century, and which some French 
test work in 1924 showed to be extremely interesting.” What can 
still be seen now is disappointing (or perhaps “evocative’), except for 
the temple.’ The site lies to the south of a peninsula, near the modern 
resort of Akkum and its rapidly spreading holiday real estate; in the 


> Bécquignon and Laumonier (1925). 

> Ruge (1934) 569-70; Bean (1966) 136-46, mostly for a summary description of 
the site; Mitchell (2000) 97-8, 148, mentions recent work, with reference to Turkish 
publications. 
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nineteenth century, this site was known as Bodrum (recorded with 
all the variant spellings of the old travellers: Boudroum, Budrun, 
etc), the castle. To the north of the ancient site, on the other side of a 
still surprisingly rural headland, lies the rapidly mushrooming village 
of Sigacik, with its Genoese castle, and the second of Teos’ harbours. 
From there, a dusty hour’s walk will take you, past Teos’ marble 
quarries,’ to Seferhisar, a small provincial Turkish town: this is where 
the bus from Izmir/Uckuyular stops, on a junction on the big 
coastal road; the town serves as a nodal point and administrative 
centre for the area. Along the northern road towards Urla, there are 
several villages where ancient inscriptions were found, notably 
Ulamis (modern spelling; the old spelling ‘Olamis’ is prevalent in 
scholarly literature; a famous inscription concerning synoikism still 
sits in a cemetery wall, opposite an olive oil-press’) and Hereke (now 
Diizce, with its disused hammam and its mosque and disused 
medrese built on an ancient temple). The name Hereke indicates that 
this was once a fortified site (Charax), probably a polis in earlier 
times, before absorption by Teos.° Near Hereke, there once existed a 
village named ‘Giizellir’ (Boeckh), or “Ghésusler’ as printed in LB—W, 
explicitly identifying it with Gitizellir; pencil notes on Le Bas’s 
squeezes call the place ‘Goesusler’ (Fig. 21). This place seems to have 
disappeared as a village, and no traveller mentions it after Le Bas; 
inscribed stones from the cemetery of ‘Ghésusler’ were later seen by 
R. Démangel and A. Laumonier in Seferhisar.’ 


* Fant (1989). 

° Most recently, Chandezon (2003) 205-12 no. 53. 

° On Hereke, see L. Robert, in Devambez (1962) 5-6; SEG 41, 1007 is an imperial- 
era dedication, from a gymnasium, in the disused hammam in Diizce (Hereke); 
it might come from Teos. 

? On Giizellir (Turkish Giizeller, the fair ones?), LB-W 79 and CIG 3046, 3052 
(assigned to “Giizellir’), 3116 (‘sesquilapide 4 Severhisar’); Boeckh, in CIG II 627, 
discussing Chandler, Inscr. Syll., p. iii, which should be expanded to R. Chandler, 
Inscriptiones antiquae, pleraeque nondum editae: in Asia Minori et Graecia, praesertim 
Athenis, collectae. Cum appendice (London, 1747), introductory section entitled ‘Syl- 
labus et notae’: ‘fortasse, paucis annis, nec supererit memoria loci Guzellir, quippe in quo 
tuguriolum nunc tantum unum et Moschea ruinosa. Distat semihora a Severhissar, 
Boream atque occidentalem coeli partes versus. Anglice, the NW’. Giizellir is not in the 
list of provenances for Teian inscriptions in McCabe (1985). It appears as a ‘Ru® 
Mosque’ atop a rise, on the British Admiralty Charts ‘Asia Minor. Sighajik Bay’ and 
“Asia Minor. Island of Khios and Gulf of Smyrna’ based on a survey of 1836; it no 
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Fig. 21 “Téos, Goesusler, ler 

cim(etiére). Pencil note by 

Philippe Le Bas on a squeeze 
—s : of LB—W 93, now kept in the 
—F Institute for Advanced Study, 
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From Seferhisar, roads lead into the hills then the mountains, a 
world of small villages, still badly known from the archaeological 
point of view; one such village is Benler, where Petzl and Baran 
found a cave dedicated to the Nymphs (and, oddly enough, a graffito 
purporting to be that of a king Antiochos; but that is another story); 
somewhere in these highlands existed a small community, Oroanna.* 
The high ground stretches from the Bay of Smyrna and the “Two 
Brothers’ range south towards the point of Cape Myonessos (where 
the old Greek village of Ispili is now Doganbey; in 1999, I saw SEG 2, 
644 still in place in the big village well).’? The high ground dominates 
a coastal strip; R. Chandler describes the ‘low mountain on our left 
hand, with an opening in it’, as he journeyed south from Teos 
towards Lebedos;"° the opening is doubtless the saddle of the pass 


longer figures in Kiepert (1908), Philippson (1911), Tanoglu et al. (1961). The site has 
doubtless been swallowed by the northwards building sprawl. Inscriptions shifted 
from ‘Ghésusler’ to Seferhisar: Demangel and Laumonier (1922) 355, re LB—W 121 
(note also 103 (CIG 3084), 105 (CIG 3085), transported from Sigacik to Seferhisar). 


® Benler: Baran and Petzl (1977-8); Oroanna: Robert and Robert (1976) 172-4 
(OMS 7, 316-18); the localisation of Oroanna proposed by R. Meri¢ must remain a 
hypothesis (noted in Mitchell 1990: 98). 

* Demangel and Laumonier (1922) 353 no. 68; earlier, less complete text in LB-W 
133. 

'© Chandler (1817) 114. 
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towards the valley leading into the plain south of Smyrna. The 
coastal strip is now solidly taken over, down to the island of Myones- 
sos (Ucgen Adasi), by front de mer apartment and vacation houses, 
and the great road that serves them. Across the Bay of Teos, along 
the southern side of ancient Mt Korykos, lie further villages, one of 
which, Yeni Demircili, is near the ancient site of Airai.’' Some of the 
landscape is olive and fruit trees; much of the hills, once devoted 
to vines, are now pasture since the turn of the twentieth century 
devastation of phylloxera and the departure of wine-drinking Greeks. 
The network of communications between sea, harbour village, resort 
spot, provincial town (ilge), and hill villages reflects a complex 
geography of micro-regions, which in ancient times added up to 
form the sizeable and diverse chora of the Teian polis (Fig. 20). 

In April 1997, and again in September 1999, I spent some time in 
the area on a bicycle, with P. Herrmann’s warm, if bemused, 
encouragement. I approached from the east, cycling from Adnan 
Menderes airport to Seferhisar, via the Karakoc valley: this easy 
road through the woods and the hills, with its villages low and high, 
old bridges, rivers, wells, fountains, orchards, fields, farms, stables, 
collapsed terraces, gardens, old abandoned cemeteries, roadside cafes 
and fruit stalls (drably deserted in winter, welcoming in summer) is 
obviously an important lieu de passage (it allows quick access to the 
coastal strip from the airport and the great plain south of Smyrna, 
now urbanising as part of the Izmir megalopolis). This was probably 
a route in ancient times—yet another of the micro-regions of Teian 
geography. The corridor leads from Cumaovasi/Menderes, on the 
edge of the plain south of Smyrna, to the hamlet of Kavakdere, at 
which point lies a crossroads. From this point, the road leads left, to 
Lebedos,”* or right, to Teos. The Teos branch leads past a disused 
cemetery, then up a not inconsiderable saddle; from there, a long, 
exhilarating glide down the bare hills takes the cyclist into the coastal 
plain—this is the ‘opening in the hills’ which Chandler saw, but from 


"’ Robert and Robert (1976) 165-7 (OMS 7, 309-11); Mitchell (1990) 98 noting 
survey work by R. Merig at Airai. 

” French (1988) nos. 482, 496 (Diocletianic milestones; they indicate that in the 
third century ap at least, a road ran from Teos into the hills, past the modern hamlet 
of Kavakdere and the west—east corridor from the plain south of Smyrna, and 
onwards to Lebedos (the modern highway hugs the coast). 


220 A Horse from Teos 


the Teos side. In Seferhisar, in Sigacik, in Ulamis, in Diizce, I was 
surprised to see inscriptions preserved in modern contexts, most 
published, some unpublished. 

Several of these Teian sites play a role in the present chapter, which 
is why I have spent a little time presenting the geography; Teian 
inscriptions were found scattered across this area, and this holds true 
for documents of a particular class: those relating to a particular 
Association of Dionysiac Artists, 76 Kowov Tav wept Tov Atdvucov 
texvitav tav em Twvias cat EAAnorovrov, the Association which 
was installed in Teos, from the late third century to the mid-second 
century Bc. The material has recently been gathered, republished, 
and analysed in two analytical studies, by B. Le Guen (2001a) and 
S. Aneziri (2003). 


II. VICTOR-LISTS FROM TEOS 


Among the Teian documents concerning the Artists, three docu- 
ments seem very similar in formulation and nature: they are victor- 
lists for thymelic contests. They have recently been reproduced by Le 
Guen, more or less as follows. 


1. LB—W 91 (Le Guen 2001la: TE 46 A). This text comes from 
Sigacik, or more precisely the actual ancient site, ‘Boudroum’, near 
the theatre. 


[ ‘epéws Bl 
Latvpov "Apu-— 
[ |zos "Avakiwv Opacvkdrceidov 
[ |e MortAnvaios ome[Kpiveto 
[ ]s Baxxiov Apapart ITépcas "Aptor—— 


bmexpiveto AokAymiddys 


Hpakdrctdov Xadkievs 


Le Bas’ facsimile shows tzexpivato (followed by Le Guen), the text 
in LB—W, correctly, brexpivero. 


2. Pottier and Hauvette-Besnault (1880) 176-8 no. 37 (Le Guen 
2001a: TE 46 C). This text comes from Seferhisar (‘maison de Hassan 
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Effendi’, as the editors, E. Pottier and A. M. Hauvette-Besnault 
write). 


[emt lepéws "ArreX |Atk@vTos Kal aywvo8|érov ] 

[AO] vpapBwv 

[Anuntpios Mevirmov wKareds 

[ "A]vdpopédac 

[éxcBapwder 86] adros 

3. LB—W 93 (Le Guen 2001a: TE 46 D). This text comes from the 
‘first cemetery of Ghesusler’, or, to spell it as Le Bas did on his 
squeezes, ‘Goesusler’; from “Goesusler’ also comes LB—W 92 (TE 46 
B), an inscription recording the dedication of masks and crowns by a 
victor at the Dionysia, a text which I will not treat here. 


Sate wee F : ; ‘ Rae ie 
[éa]i tepéws Anunzpiov, dywvobérov Sé Kal te[péws - - - - - - 
tov Seivos, ote] 


[évixnoav év rat dyadvi] tdi teOvte ATT A4A[ we] 


A.bupapBov Latvpwv 
Nixapyos Epydvaxtos [Tepyapnvos [Zyvd]6[o7os] 
Depoedover [---] 
éxOapwder Anuntpros [M]e[vimzov] btex[pilveto [6 deiva] 
Darkarevs Kar....M 


The dispersion of stones is not surprising: one needs think only 
of the dispersion of the texts relating to the asylia of the shrine of 
Dionysos and the city of Teos; two texts, of exactly the same type, 
relating to the fortifications of Teos, were found, the first in 
Seferhisar, the second in Hereke (SEG 2, 582-3). The provenance of 
the first list from the ancient site proper guarantees, if need be, that 
all these texts originally came from Teos. 

From Le Bas’s squeezes, now kept in the Institute for Advanced 
Study in Princeton, the similarity in script appears clearly; a second- 
century date is suggested by the wide, broken bar alphas, the big, 
round omicron and theta, with central dot; the pi with equal 
verticals, and the parallel horizontals on sigma; omega is smaller, and 
raised above the line. These appear on LB—W 91, the clearest of the 
squeezes; the same features can be seen on LB—W 93 (Figs. 22-5). 
In both texts, the letters measure between 2.3 and 2.5 cm; the omega 
is 1.5-1.7 cm, raised 0.7 cm off the base of the line. On LB-W 91, 
some of the alphas are extremely wide, 3.2 to 4 cm; in LB—W 93 the 
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Fig. 22 Squeeze of 
LB-W 91, now kept in 
the Institute for 
Advanced Study, 
Princeton. 


Fig. 23 Squeeze of 
LB-W 91 (detail), 
now kept in the 
Institute for 
Advanced Study, 
Princeton. 


alphas are c. 2.5 cm. In spite of the difference in size, these letters are 
very similar to those on the stele bearing several documents con- 
cerning Kraton of Khalchedon, Michel 1016 (from CIG 3068), 
now in the Fitzwilliam (this stone, not a stele but a pilaster, groups 
documents issued over a period of time, but the date of inscription is 
that of the heading, which is not the heading of the first decree but of 
the whole dossier: some time before 158 Bc). They do not look like 


® The old text in Michel, taken from a squeeze, is more accurate than either 
Aneziri’s or Le Guen’s. I will present this stone more fully elsewhere. On Kraton see 
the chapter by Le Guen below. 


Fig. 24 Squeeze of 
LB-W 93, now 
kept in the 
Institute for 
Advanced Study, 
Princeton. 


Fig. 25 Squeeze of 
LB-W 93 (detail), 
now kept in the 
Institute for 
Advanced Study, 
Princeton. 


the lettering on the decree concerning the foundation of Polythrous, 
which dates to the earlier second century Bc (Fig. 26). 

There is a similarity in layout in all three texts: a preamble with 
dating formula, then the victors by category of contest: in the first 
text, satyr-play, flanked by two other categories; in the second text, 
dithyramb; in the third, dithyramb and satyr-play. From the similarity 
in nature, formulation, order of contests, and general layout, I believe 
we should reconstruct a single model for these lists: a long 
heading, with dating formula, unfolding over at least three columns 
for at least three thymelic categories (dithyramb, satyr-play, and one 
or two more categories: tragedy and/or comedy). 

The documents are all dated in the same way: by reference to an 
eponymous priest and to an agonothetes who is also a priest of an 
Attalid king. This can be seen most clearly in the second and third 
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Fig. 26 Foundation of Polythrous (Syll. 578). 


texts, and can probably be restored in the first text. The officials 
involved are not Teian officials, as Le Guen tentatively writes (2001a: 
I 239) but, a possibility Le Guen also canvases, officials of the 
Association of Artists. The reason is that this dating formula is that 
used by the Artists, as Le Guen notes (priest—of Dionysos), followed 
by agonothetes—priest of king Eumenes). The two relevant documents 
are Michel 1016 A (CIG 3068 A, the printed text of which is repro- 
duced as Le Guen 2001a: TE 48 and Aneziri 2003: D11), a decree 
of the Artists, where the agonothetes—priest of Eumenes is also 
mentioned as an official at line 10,’ and OGIS 325 (also in Le 
Guen 2001la: TE 49), a letter of Kraton to the Attalistai, where the 
eponymous priest is followed by an agonothetes who is also priest of 
the god Eumenes)."° 


Mer ey , 3 , Sih cheater i ae: 
émt tepéws Latvpov, Kat aywvobérov x[ai] tepéws Baowéws Edpévou 


vac. NixoréXovu[s]. 
© [Baoire]ovtos "Arrédov Diradérgov, erovs €Bdd[uov, uyvos A]vorpov, emi 
tide % = * 8 : Meee So ES cb 
bé lepéws TaHv texvitav Kpativ[ov, cal dyvwlobérov Kai tepéws Oeotd Edpévou 
"Aptoraiov. 
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Le Guen argues against the view that the officials on the three 
victor-lists, as reproduced above, are officials of the Artists rather 
than of Teos: her argument is the absence of patronymic and 
ethnikon for both the priest and the agonothetes, whereas the victors 
are named with patronymic and ethnikon. This argument cannot 
hold. The patronymic and ethnikon are not required in dating formu- 
lae: these elements are lacking in the other documents, mentioned 
above, where the priest and the agonothetes are named as eponyms. 
In contrast, the name with patronymic and ethnic is necessary in lists 
of victors in contests between international competitors (the polis 
identity of the victor is part of the point).'° Most decisively, in the 
polis of Teos, the eponymous official is not a priest, but a prytanis (at 
least on decrees of civic subdivisions; I see no reason for the prytanis 
not to have been the eponymous magistrate generally).”” If the 
officials are not Teians, but Artists, the contests were not the Teian 
Dionysia, but contests celebrated by the Artists. The dating formula 
in the three documents should therefore read émi fepéws tot Seivos, 
Kal aywvobérou | aywvobérovu b€ Kai lepéws Baciléws Hipévov vel 
Geot Hdpévov t06 Setvos, ‘When So-and-so was priest, and So-and-so 
was agonothetes and priest of King Euemenes or of Eumenes the 
god.’ 

The contests involved are probably not the Dionysia of the polis of 
Teos, but rather one of the contests which the agonothetes of the 
Artists organised in his year of office (Michel 1016 B, reproduced in 
Le Guen 2001a: TE 44, at I. 10), perhaps the ‘panegyris of the koinow 
(I.Magnesia 54 and 89, same documents Le Guen 2001a: TE 40 and 
45; RC 53, same document Le Guen 2001a: TE 47). Does the joint 
office as agonothetes and priest of Eumenes II hint at a festival for 
that king? I see no reason to assume that this is necessarily the contest 
involved in the first and second lists. In the case of the third list, the 
contest was set up for ‘Attal[os]’. Which Attalos? He has usually been 
identified as Attalos II; but the answer needs elaboration. If the con- 
test was set up for a living king (Attalos II or III during their reigns), we 
would expect Baoiret "ArrdAan, ‘to King Attalos’; if for a deceased 


16 Robert (1967) 18-26 = OMS V, 358-66. 
'7 Sherk (1991) 250 no. 180, with examples, to which add GIBM 1032 / SEG 4, 598 
(McCabe 1985: no. 36). 
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king, we would expect fed: ArrdAau, ‘to Attalos the god’, just as in 
the cases where there is a priest of Eumenes the god. The solution, 
suggested during the “Epigraphy of the Greek theatre’ conference by 
P. Thonemann, is a mention of Attalos the brother of the king (the 
future Attalos II) or Attalos the son of the king (the future Attalos II). 

The joint office as agonothetes and priest of the king appears on 
these documents, and also in the decree of the Artists and the letter 
of Kraton, both quoted above, but this office is absent from other 
documents involving the Artists: in a decree of the synagonistai, 
Kraton is mentioned first as priest, then as agonothetes (also CIG 
3068 B, also Michel 1016 B, whence Le Guen 2001a: TE 44); in a 
decree of the Artists inscribed on Delos, Kraton appears as priest 
of Dionysos and agonothetes tout court, twice (IG XI.4, 1061, same 
document Diirrbach Choix no. 75; Le Guen 2001a: TE 45; Aneziri 
2003: D10).'* As Le Guen has shown, the decree of the synagonistai 
should be dated not too long after 188, say in the 180s or 170s; 
the decree of the Artists found on Delos should be dated c. 171. 
Therefore, the introduction of a priesthood of Eumenes held in 
association with the agonothesia comes later: our three victor-lists 
date to the 160s at the earliest. 

In consequence, the three victor-lists from Teos can be dated to the 
second quarter of the second century Bc, in the Attalid period, and 
should be reconstructed as follows. 


1. LB—W91 (Le Guen 2001a: TE 46 A) 


émt tepéws tod deivos, kal dywvobérov | dywvobérov bé Kal ilepéws 
BlactAéws Edpévov Tob Seivos, olde évixwv... | 
[Tpaywdidv 2] 

AbupapBpwr] Latvpwv Apv- 

[ ]7os Avagiwv Opacukr€iSov 

[ In MoziAnvaios bmre[Kpivero 
[exiBapaider... |s Apépart I1époais Apior| 

Baxxiov 
[ethnikon] vtrexpiveto AoxAnmadns 


Hpakdetdov Xadkidevs 


'§ Aneziri (2003) 128-32, on the office of priest and agonothetes. 
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[When (name) was priest and (name) was agonothetes and priest, the follow- 
ing were victors. ] 

(Of the) dithyrambs: ....pos, [son of (name), of (polis)], with [(title of 
dithyramb)|.... [(name)] son of Bakchios, of (polis) ..., [was kitharode]. 

(Of the) satyr-plays: Anaxion, son of Thrasykleides, of Mytilene, with a 
drama, the Persians. Asklepiades son of Herakleides, of Chalkis, was actor. 

[Of the tragedies ?] Amy—-, [son of (name), of (polis), with a drama, 
(title). (name)], son of Arist— , [of (polis)], was actor. 


At line 1 I could make out a few more letters in [‘Jepéws than there 
appear in the printed text of LB—W. Since the heading mentions a 
priest of king Eumenes, and not Eumenes the god, the document 
dates before the death of Eumenes II in 158 sc. This cannot be dated 
by the priest of king [Attalos], since under Attalos II, Kraton’s letter 
is dated by a priest of Eumenes the god (OGIS 325, also in Le Guen 
2001a: TE 49). The restoration seems to be sure, because the place 
where these letters appear in the line fits in a long heading, such as 
the third list allows us to see at the beginning. I have added the 
formula ode évixwv, though the name of the contest cannot be 
restored. 

The column on the left must be for the victor in the dithyrambs, 
though this reading cannot be confirmed on the squeeze. The follow- 
ing line contains the name of the victor, ending in [-ip]pos, for 
instance, [Kallip]pos; at any rate, the squeeze makes clear that the 
line is aligned with Anaxion, the victor of the satyr-play contest. HI 
must be the ending of the victorious work, in the dative, as in the two 
other victor-lists, though in the third list (see below), the ending is 
the Attic style EJ; I do not think this a definite obstacle; see Michel 
1016A, for the Attic dative used in a contemporary decree of the 
Artists). For instance, from attested titles of dithyrambs, we might 
hypothesise Niobe, Danae, Europe, Pasiphae, Semele;’? or Ariadne, 
Andromache, Hekabe, or another feminine name drawn from myth; 
or a masculine name such as Philoktetes. The lettering is slightly 
more worn in this column, but is the same as in the other two 
columns (a slightly tilted chi appears in this column and the middle 
one). 


'. Sutton (1989). 
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The third line must be the name of the kitharode, —s son of Bak- 
chios.”° The actor in the satyr-play, like the document, should be dated 
roughly to the second half of the second century. The third column 
might be tragedies, the author of the play would be one Amy—, as 
Waddington correctly read on the squeeze, and Le Guen carefully 
notes (Fig. 22). Then there would come his ethnikon; then follows the 
name of his actor, Arist—. There is a slight problem in that the letters 
AMY are aligned, on the squeeze as on LB—W’s facsimile, with the 
title Xarvpwv; presumably the word Tpaywidiav “Tragedies’ (?) 
was a line higher, to accommodate the very long lines necessary for 
the names of the author and actor of the satyr-play. 


2. Pottier and Hauvette-Besnault (1880) 176-8, no. 37 
(Le Guen 2001a: TE 46 C) 


[emi tepéws AmeA]Atkavtos Kat dywvoblérov Kai (2) tepéws Bactdéws vel beod 
Edpevov Tob Seivos, olde évicwv...| 

[AO] vpapBwv [Latipwr ¢] 

[Anuntpios Mevinmov wKareds 

[A] vdpopedar, 
[ 


exOapader ) 6| avTos 


When Apellikon [was priest] and ... was agonothetes [and priest of king 
Eumenes/the god Eumenes ?, the following were victors]. 

(Of the) dithyrambs: [Demetrios son of MJenippos, of Phokaia, with 
Andromeda. The same [was kitharode]. 

[(Of the) satyr-plays: 2] 


The priesthood of Eumenes could be of king or god; or it could not 
be there at all, if the agonothetes was not yet priest of Eumenes: in 
which case, this text would date before 171 Bc. 

The surviving column is the beginning of the at least three columns 
of the victor-list. Demetrios Menippou is the restoration of Pottier 
and Hauvette-Besnault, based on the following list (see below, and 
section 3). Strikingly, he performed his own composition, as 
kitharode. 


°° T note Stephanis (1989) no. 512, Bakchios son of Bakchios of Athens, a lyric poet 
in the early first century Bc. 
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The name Apellikon is one with strong associations at Teos, since 
the most famous bearer of the name was Teian. But this does not 
necessarily mean that the priest is Teian, since the name is wide- 
spread in Ionia; furthermore, even if this were a Teian, it would not 
necessarily imply that this priesthood is a Teian office, since it is 
conceivable that a Teian could hold office within the Koinon of the 
Artists.” The name is therefore not a decisive objection against my 
argument that the eponymous officials in this list are not officials of 
the polis of Teos, but those of the Artists. 


3. LB—W 93 (Le Guen TE 46 D). 


[ér]i fepéws Anpunrpiov, dywvobérov b€ Kal te[péws Baciréws vel Beod 
Ebpévov Tob Seivos, olde évikwv ev tar ayavt] 


ron teO€vte ArradAl awe | 


E 
AbupapBov Latbpwv 
Nikxapyos ‘Eppovaxros Iepyapnvoes Z(nv6]80[7os] 
Depoedover 8[p]auari[---] 
exOapwder Anuntpros [M]e[vinmov] brex[pi]vero [6 deiva] 
Duakasedts KadXr[mov] M--- 


When Demetrios was priest, and . . . was agonothetes and priest of [king / the 
god Eumenes ... these were victors in the contest] celebrated for Attalos 
[the brother / son of the king]. 
(Of the) dithyrambs: Nikarchos son of Hermonax, of Pergamon, with 
Persephone. Demetrios, son of [M]e[nippos], of Phokaia, was kitharode. 
(Of the) satyr-plays: Z[eno]do[tos, son of (name), of (polis)], with a 
drama, [(title)] , [(name)] son of Kallip[pos], of M..., was actor. 


This is a very long squeeze, made of several sheets; the stone was over 
90 cm long. This text, at least, was carved on an architectural block 
rather than a stele. As the squeeze shows, there is nothing to the 
left of the words tau tefévri "ArraA[w] (Figs. 24-5). The first two 
lines were a centred heading above a number of columns of victors; 
the dithyrambic victor came in the first column on the left. A men- 
tion of a priesthood held by the agonothetes is certain. Demetrios, the 


*1 Very few (three) Teians are attested as Artists: Aneziri (2003) 90, 239-40. 
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eponymous priest, might be identical to the kitharode in this docu- 
ment and in the first list. As mentioned above, the date is made 
certain by the rest of the heading, with a mention of either the 
brother or the son of Eumenes II: between 167 and 158. We should 
read oide évixwv for LB—W, oide évixnoav. The phrase, év tax aya, 
‘in the contest’ is unusual. Normally, victor-lists would start with an 
expression such as oide évikwy tov adydva THv Onoeiwy or oide 
Néuera evixwv (Syll. 667, 1057, cf. 1058, 1079). For parallels, in 
victor-lists, to the expression found here, see I. Magnesia 88 c; SEG 28, 
1246, 11. 5-7, which might offer a model for any restoration: oid¢ 
évikwy ev Tat aya tov|Popaiwv tae reOévt. bro Tob Kowod Tov 
Avxiwv. The name of the festival is lost: Attaleia, specifying which 
Attalos—brother or son of Eumenes II—was honoured? 

If this was the brother, the future Attalos II, the text might have 
read ’ArrdA[w BacrA€ws "ArréAdov],” or “Arrddlau tau ddeAPat TOb 
Baoiréws].” If this was the future Attalos III, if the list dates to 
Eumenes II, the text might have read “ArraAlwi tau vide rob 
Baowéws];* under Eumenes’ successor, Attalos II, the text might 
have read “ArréA[ wu (rob) BactAéws Etpuévov].” I cannot see any way 
of determining which restoration is the correct one. 

In the first column, the restoration of the name of the kitharode 
is due to Pottier and Hauvette-Besnault (see below, section 3). The 
second column is very worn and difficult to read on the squeeze. 
For the satyr-play, the list names the author, Z[eno]do[tos] (I 
could not make out the delta on the squeeze or on photographs; I 
read Z..... O. The following line must have mentioned the play, 
in the form dpauati + title of the play in the dative, as in the first 


*2 The same expression in I.Pergamon 64, 65, 168, 174; similar is the expression 
Adjvaios BactAéws “Atradov in [.Asklepieion 3 (Athenaios, brother of Eumenes 
II). 

* The same expression in MAMA 6.173, Il. 10-11 and SEG 49, 1540, 1. 3, with 
Thonemann (2003) 104 (proposing to date these two documents, and the title 
‘brother of the king’, after the birth of Attalos (the future Attalos III) c. 168). 

*4 The expression is similar in I. Didyma 488, ll. 39-40, where the male relatives of 
Eumenes II are named as of ddeAdol adtod ... Kal 6 vids "Atrados. 

> This expression occurs in OGIS 319, ll. 16-18, same document I.Magnesia 87 
(with article rod), and in the heading of the ephebic list published at Schroder, et al. 
(1904) 170-3 no. 14,1. 9. 
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list. The facsimile in LB—W bears . . . A; the present reading comes 
from the squeeze. Then comes the actor, whose name I suppose 
followed immediately after iaexpivero and is lost; Kall[....] should 
be understood as the beginning of his patronymic, followed by 
M—, his ethnikon (rather than the Kal—m of Stephanis, Le 
Guen). The present reading comes from the squeeze, ‘son of 
Kallippos’. 

I do not know what to make of the letter E’ on the facsimile in LB— 
W. I could not make out this letter on the squeeze. It must lie under 
the long heading in lines 1-2, and hence belong to the third column 
of victors (K[wpwididr] 2) 

The Koinon of the Artists of Ionia and the Hellespont, based at 
Teos in the second century Bc, enjoyed a rich agonistic life, even 
though the exact details are obscure. It is unclear whether all of the 
performers and poets involved were necessarily members of the 
Koinon: does the formula ‘Ionia and the Hellespont’ designate 
the primary area of activity of the Association, or the area of origin 
of its members? Perhaps both; I consider membership of the Associ- 
ation almost certain in the case of the kitharode from Phokaia, and 
for the poets from Pergamon and Mytilene, problematic in the 
case of the actor from Chalkis in Euboia.”° The genres attested— 
dithyramb, satyr-play—are certainly Dionysiac and appropriate for 
the festivals of the Dionysiac Artists. 

From these lists, three titles emerge, contributing to the roster of 
titles of Hellenistic works known by epigraphy.” First, a satyr-play 
called the Persians: we can only wonder about the sources for this 
(Aischylos? Timotheos?), and any contemporary relevance in Attalid, 
post-Seleukid Asia Minor (it is tempting to posit a relation with the 
concern shown by Eumenes II to cast himself in an ‘Athenian’ light 
in the visual arts). Second, two dithyrambs: Phersephone and 
Andromeda; the form is now sung by a kitharode. Traditionally 
dithyramb involved a chorus, a chorodidaskalos, and an auletes. Were 
these elements compatible with the kitharode? That they are not 


*° In fact, the only Artists whose origin is securely known come from Kalchedon, 
Samos, and ‘Laodikeia’ (presumably Laodikeia on Lykos): Aneziri (2003) 238. 

*” See I. Magnesia 88 for titles of ‘new dramas’ from the Rhomaia at Magnesia on 
Maiandos. 
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mentioned on the lists is no argument against their presence; but the 
presence of a kitharode, rather than a kitharist, might imply a solo 
performance. The change might be explained, because the chorus 
is a civic form, organized by civic subdivisions, unsuited for the 
Dionysiac Artists. In all three lists, the dithyrambic contest is 
mentioned first: the prominence of dithyramb mirrors, and perhaps 
competes with, the increased importance of choral forms in the 
Hellenistic cities.” 


III. FINDING A TEIAN HORSE 


In the courtyard of the primary school at Sigacik are kept two 
inscribed stones. The first is a stele, bearing a Teian symmoria decree 
(SEG 35, 1152). The second is a marble block, long upside down and 
half-buried, now proudly presented unearthed, cleaned, and right 
side up (Fig. 27). I studied this stone with H. Malay, to whom I owe 
excellent photographs. It is 87 cm wide, 37 cm high, 53 cm thick. At 
the front, a large zone of moulding was knocked back, and the first 
line of the text substantially erased. In spite of damage, it is clear that 
the top and bottom surfaces were originally dressed, to receive 
a block on top, and to rest on other blocks below. The back is 
smoothed, with a small moulding (Fig. 28). This is not an anta, nor 


*8 On Hellenistic and post-Hellenistic dithyramb (mostly choral with auletes, in 
the old style), the meagre evidence is gathered by Pickard-Cambridge (1962) 75-80; 
see now P. Ceccarelli’s forthcoming paper in the proceedings of a conference on 
dithyramb held in Oxford, summer 2004 edited by B. Kowalzig and P. Wilson. Bélis 
(1995) 1054-5, presents some evidence for ‘kitharodic dithyramb’, but apart from the 
victor-lists at Teos, it is scarce. Paus. 8.50.3, Plu. Phil. 11, show the famous kitharode 
Pylades performing Timotheos’ Persians at the Nemeia in 205; however, this is not a 
dithyramb (as Bélis seems to believe), but a kitharodic nome (albeit one which pre- 
sumably illustrates Timotheos’ importation of ‘dithyrambic style’ into the nome). 
There is a problematic dithyrambic victory at the Lenaia in Athens attested for 
the mid-third-century kitharode (?) Nikokles, son of Aristokles (Stephanis 1988: 
no. 1839); the identity is based on a combination of IG II’ 3779 (list of victories by 
Nikokles Aristokleous) with Paus. 1.37.2; see Wilson (2000) 391 n. 155. 

*° The importance of choral performance for local identity in the Hellenistic 
period is argued for in Wilson (2003) 166. 
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Fig. 27 New 
victor list from 
Teos. 


Fig. 28 Back of 
the block with the 
new victor list. 
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an architrave, but part of the wall of a monumental building—in 
some way connected to the Associations of Dionysiac artists. I have 
no information on the provenance of the block. 


I10....A 
AOupapBwv Lal tvpwr] 
Kéddurmos lavroxparidsov Anpdd.Alos tod detvos] 
a Mapwrirns diopatt “Trost Tlepy[apnves] 4 
exiOapader Anuytpros Aplapatr...] 
Mevirrov Paxasedts [dmexpiveto 6 deiva] 


(traces of a heading) 


(Of the) dithyrambs: Kallippos, son of Pantokratides, of Maroneia, with a 
song, the Horse. Demetrios, son of Menippos, of Phokaia, was kitharode. 

(of the ) satyr-plays: Demophilos, son of [(name)], of Pergamon, with a 
drama, [ (title). (Name) was actor]. 


(Looking at my notebook, I am embarrassed to admit that I first restored 
La[Amwerdv], ‘trumpeters’). 


The sigma at the left of the text is not exactly aligned with the two 
columns, and may come from another victor-list. 

This inscription is a new, fourth, victors’ list from Teos. It is the 
only surviving example of this category of document, unless the 
others turn up, say in Seferhisar (highly unlikely). Its provenance, 
Sigacik, is another illustration of the wide scatter of Teian material: 
none of the four victor-lists was found in the same spot—Teos, 
Sigacik, Seferhisar, Giizellir, the names map the dispersion of Teian 
inscriptions. The first line contains the traces of a heading, and per- 
haps a dating formula (though there does not seem to be a formula 
in éxié followed by an eponymous official); nothing is secure or 
usable. Dating will depend on palaeography. 

The letters measure c. 2 cm. The contrast in style with the second- 
century victor-lists is immediately apparent. Here, alpha has a 
straight cross bar, with a very slight hint of a curve; round letters are 
slightly smaller than the other letters, and slightly off the line. Pi 
has uneven verticals, the right one being shorter than the left one, if 
not considerably so. There are slight apices; the letters are neat, 
except for a rather wobbly sigma; all straight lines show no trace of 
the bendiness (side legs of mu, top and bottom horizontals of 
epsilon) that characterises documents of c. 200 (first asylia requests, 


Fig. 29 Decree concerning a gift of land to the Dionysiac Artists ( Tekhnitai) 
(SEG 2, 580). 


decrees relating to Antiochos III: Fig. 29°°). The palaeography of 
Teian inscriptions is known thanks to dated examples: in the late 
fourth century, the Ulamis sympoliteia document;*' in the third 


°° Herrmann (1965) 48-50. 
>! Robert and Robert (1976) 176-9 = OMS VII 320-3. 
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Fig. 30 Extract from a Teian decree for Antiochos III (SEG 41, 1003 II). 


century, the Teian decree for the Dionysiac Artists (Fig. 30),** the 
isopoliteia treaty between Temnos and Teos;® the decree concerning 
sympoliteia with Kyrbissos;* the recently found decree about pirates 
occupying the Teian harbour;* the dossier relating to the Seleukid 
takeover and presence (Fig. 29);*° in the second century, the docu- 
ments mentioned earlier; and in the later part of the century, the 
Teian decree concerning Tyre, which probably dates after 142 Bc.*” 
In addition, there are two bodies of documents relating to the asylia 
of Teos, one in the late third century, and one in the second quarter 
of the second century.* 

The closest parallel is the Teian decree in favour of the Dionysiac 
Artists, SEG 2, 580 (Fig. 29). The straight bar alphas and small round 
letters, especially the theta with its central dot, are similar. Le Guen 
has recently argued convincingly for dating this document to the late 


» SEG 2, 580; the present photograph courtesy of the French Archaeological 
School in Athens. 

°° Herrmann (1979) 242 and pl. 67.2 on the palaeography of this document, 
dating to the late third or early second century Bc. 

* Robert and Robert (1976) 156-9 = OMS VII: 300-2. 

* Sahin (1994), whence SEG 49, 949; pp. 12-14 on palaeography. 

°° Herrmann (1965), whence SEG 41, 1003. 

*” Bécquignon and Laumonier (1925) 305-8, whence SEG 4, 601, with Rigsby 
(1996a) 481-5. On the palaeography of Teian documents, Herrmann (1965) 49-50; 
Herrmann (1979) 242; Sahin (1994) 12-13. 

*8 Rigsby (1996a) 289-90; I owe thanks to C. V. Crowther for photographs of 
documents from the ‘second series’ of asylia decrees. 
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third century, 218-203. Should our new victor-list go as early as this, 
into the third century Bc? Another parallel is the large lettering on 
‘Block F’ among the Seleukid documents published by P. Herrmann: 
straight lines, slightly smaller round letters, slight apices, no curved 
bar on the alpha; this letter must date between 203 and 190.” It is 
true that the letters on the new list are of a monumental size, which 
is always difficult to date: it is less straightforward than it might seem 
to compare these letters to the letters of SEG 2, 580 (1.1 cm) or to the 
letters of the decrees concerning Antiochos III (1.2 cm), let alone 
the lettering on the Kyrbissos sympoliteia document (5-7 mm) or the 
‘pirate decree’ (5-7 mm). On the other hand, the two victor-lists 
securely dated to the second quarter of the second century, and 
documented in Le Bas’s squeezes, are also carved in monumental 
lettering, and hence can be legitimately compared with the lettering 
on the new list. The comparison makes it clear that the new list is 
earlier, and hence should be dated to the late third or early second 
century. It is more the pity that we cannot read the dating formula 
on the stone: if there had been a priest of the ruler-cult, Attalos I, 
Antiochos II, or Eumenes II would settle the matter of dating. In 
spite of the absence of dating formula, I still think it most likely that 
this list is the same in nature as the three other lists from the second 
century: a list of victors at a festival celebrated by the Artists rather 
than at the Dionysia or Leukathea of Teos. 

The political context is hence either the last years of the Attalid 
presence at Teos, or in the early 190s, in the period of Seleukid 
dominance, or the years immediately following the Seleukid defeat. 
Noteworthy is the Pergamene victor in the contest for satyr-plays. 
If the contestants, and victors, at the contests organised by the Artists 
were members of the Association of Artists, some consequences 
follow for the date of this victor-list. An attractive hypothesis of 
K. Rigsby, accepted and refined by S. Aneziri,”’ is that the Association 
at Pergamon was founded during the period of Seleukid domination 
of Teos (probably 204-188). If this hypothesis is right, the presence 
of the Pergamene victor would date the list either to before 204 or 
to after 190, since in between these years, there was a separate 


*» See Herrmann (1965) 157-9 and pl. V on the lettering of ‘Block P’. 
* Aneziri (2003) 73-4. 
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Association in Pergamon, distinct from the Ionian Association, and 
our Pergamene victor would presumably have belonged to this Per- 
gamene Association. 

The kitharode’s name survives in full. Demetrios, son of Menip- 
pos, of Phokaia (Stephanis 1989: no. 636). Earlier, we only had separ- 
ate attestations of his name: in the first list, LB-W 93 (Le Guen 
2001a: TE 46 D), Anuyrpios . «. . . . Pwraseds; in the second list, 
Pottier and Hauvette-Besnault 1880: 176-8 no. 37 (Le Guen 2001a: 
TE 46 C), the name is [- - - Mlevizmov ®wxaeds. Pottier and 
Hauvette-Besnault put the two texts together, to produce the full 
name, and their restoration is fully vindicated. If the new list dates 
to the late third century, or even if it dates to the early second cen- 
tury, Demetrios of Phokaia had a long period of activity as kitharode, 
since the other two victor-lists where he appears can be dated to 
the 160s, forty-odd or thirty-odd years; we should date these two 
victor-lists early in the 160s. This is a long time for a successful 
opera-singer-cum-virtuoso instrumentalist to be performing at his 
peak. (Another possibility is that the Demetrios Menippou in the 
new, third-century document is the grandfather of the Demetrios 
Menippou of the long-known, second-century documents.) 

The poet of the dithyramb is one Kallippos, son of Pantokratides, 
of Maroneia. Our list is the first attestation of this man. However, 
Stephanis 1989: no. 1995, lists a Pan[ta]kratides, son of Kallippos, of 
MA- in IG X1.4 no. 705, honoured in the very late third century Bc."! 
(Thanks to A. Chaniotis for spotting this, and discussing the whole 
issue). 


edo0€ev THe BovaAje kat THt d[Huwe Aprol- 
teidys [TnAreulvnorov etme|v: érevdy) [av]- 
[ra]xparidns KadXirrov Mal a]- 


“' On the rogator, Aristeides Telemnestou, Vial (1984) 98-9: our Aristeides (II) 
belonged to ‘the greatest family which Delos had in the purely political sphere’; he 
proposed the decrees IG XI 4, 704, 705, 1031. He appears as a public debtor, 209-200, 
and is mentioned in I. Délos 406 B 30 (the reference must be as part of the ‘address’ of 
a house offered as security for a loan from the Delian moneys; the text is to be dated 
after 188: Kent 1948: 301). In addition, Aristeides Telemnestou is the proposer of a 
decree accepting the Leukophryeneia of Magnesia on Maeander as isopythios in 208 
(Rigsby 1996a: no. 99; earlier version of document in I. Magnesia 49). Many thanks to 
Chr. Habicht for these indications. 
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[vi] p avalos dv duatede? m[ept te 70 fe]- 
[plov cat [Tov] dHpov tov AyAliwv Kal xpetas] 
[za] péxerar kal Kowyje THe [ToAEL Kal (diat] 
[rots évt]vylya]vo[vow adrar AnAtwv 


KTA. 


It was resolved by the council and the p[eople. Aris]teides, son of [Tel- 
em]nestos proposed: [since Panta]kratides son of Kallipos, of Mal[...], is 
continuously a good man towards the shrine and the people of the Delians, 
and provides services both publicly to [the city and individually to those of 
the Delians who meet him], etc. 


The name should be corrected, in line with the new text from Teos, as 
K. Hallof confirms from examining a squeeze of this inscription in 
Berlin: in line 3, an omicron can be read in [ITavr]oxpariSns.” The 
name Pantokratides is not hitherto attested in the Greek onomastic 
material (that in itself is no cause for surprise); in any case, similar 
names are attested (Pankrates, Panukrates, Pasikrates).*? This 
Pantokratides Kallippou might well be the brother of [St]ratippos 
Kallippou, the thearodokos of Delphi at Maroneia, mentioned on the 
great list from Delphi, specifically in those parts to be dated to the 
late third century.“ 

The Delian stele is further illustrated with a document relief or 
emblem (Fig. 31): not a lyre, as Roussel writes in IG (repeated in 
Stephanis), but a kithara. This emblem is not an illustration of the 
honorand’s polis,” but a reference to his identity as mousikos: either a 


“I checked on the stone in the Delos Museum, by kind permission of 
P. Hatzidakis, epimeletes of Delos; my warmest thanks to Jean-Charles Moretti 
for brokering this. I could make out the omicron. 

*® Bechtel (1917) 357, 359, 361. The root Panto- appears at nearby Samos, in the 
name Pantonaktides: CIG 3091, 1. 14, with Preuner (1924) 35; SEG 1, 366, 1. 2; OMS II 
1091. My thanks to Chr. Habicht for these references. See now LGPN 4. 

* Plassart (1921) col. III 93; on the date, 230-220, Hatzopoulos (1991). However, 
J. Oulhen will apparently assign this part of the thearodokoi list to Ainos rather than 
Maroneia (I owe this information to E. Matthews at the LGPN, but am not clear as 
to the reasons; my thanks also to L. Loukoupoulou for checking her Maroneian 
prosopographical notes). 

*° Maroneia does not use Apollo’s kithara as an emblem on its coinage; the 
traditional motifs are horse + vine, and from 188 (?) onwards images of Dionysos 
(head, cult statue): Schnert-Geiss (1987). On parasemata see Knoepfler (2001) 30, 
with earlier bibliography, notably Ritti (1970). 
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Fig. 31 Delian decree (late third century Bc) honouring the musician of the 
kithara Pantokratides Kallipou, from Maroneia (JG 11.4, 705). 


kitharode, or a writer of poetry for the kithara. There are several 
similar Delphian examples: a carved kithara accompanying a proxeny 
decree for Nikodromos, son of Theodoros, of Chalkis (third century 
BC) must indicate the honorand’s activity as a kithara-player or poet 
for the kithara; a carved lyre accompanying a proxeny decree for two 
poets from Aigira, Thrason and Sokrates, the sons of Patron, reflects 
the honorands’ performance of Avpixd ovorjwara extracted from 
ancient poets (second century Bc); an incised kithara-player, next 
to a decree granting citizenship to Theseus, son of Heroxenos, of 
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Athens, presumably informs the viewer of the honorand’s activity.”° 
The Delian decree perhaps went on to describe his literary and 
artistic activity in the missing lines: for instance, he may have given 
performances of (kitharodic? dithyrambic?) poetry concerning 
Delos, and gained good repute (eddoxietv) in the process. At any 
rate, it is clear that we are dealing with two generations of men 
who were involved in some way with the kithara and with poetry. 
The new Teos document, and IG 11.4.705 are both to be dated in the 
late third century or very early second century, which means that 
the activity of Pantokratides, the father, and Kallippos, the son, over- 
lapped. It is likely that both poet, from Maroneia, and performer, 
from Phokaia, belonged to the Association of Artists. In addition, 
it is possible that the actor in the third victor-list from the years 
between 167 and 158, LB—W 93 (name), son of Kallippos, of the 
polis M—, is from Maroneia and in fact a son of the Kallippos 
Pantokratidou Maronites in the new Teian list. These Maroneian 
artists are members of the Ionic—Hellespontine Association. The 
city was free, indeed an ally of Rome,” but was close to the Attalid 
dominion in the Chersonese; in addition, it was close to the 
Hellespont. The Association recruited from Maroneia, as well as 
from Kalchedon; if its title reflects geographical origin of members, 
‘Hellespont’ was taken broadly. 

The poet who wrote the victorious satyr-play is from Pergamon, 


*© Nikodromos: FD III 2, no. 207 (the emblem is carved in the pediment of a 
stele-shaped panel in the polygonal wall next to the treasury of the Athenians); it 
is clearly not a lyre, as the editor, G. Colin, writes (also in Syll. 432; Ritti 1970: 279- 
80), but a kithara (thick wooden arms and integral sound-box). Nikodromos might 
be identified with the kitharode mentioned in D. L. 6.89 (Stephanis 1989: no. 1829). 
Thrason and Sokrates: FD III 1, no. 49 (clearly a lyre—curved, horn-shaped arms, 
small oval sound-box), carved on the base of a statue of Philopoimen. The incised 
kitharode next to a decree granting citizenship to Theseus, son of Heroxenos, of 
Athens (second-century aD) is probably an image of Apollo: Ritti (1970) 283, on FD 
III 2 no. 104. The proxeny decree from Lousoi for one Olympichos, son of Polykles, 
of Charadra, is carved on a bronze plaque decorated with a lyre (according to the 
editor, A. Wilhelm), perhaps a reference to his activity as mousikos: IG V 2, 389 with 
Ritti (1970) 294-5; Stephanis (1989) no. 1939. From Wilhelm’s photograph, JOAI 4 
(1901) 64, I could not tell if the parasema represented a lyre (Wilhelm), or a kithara 
(Ritti). 

“7 SEG 35, 823 gives the text of the alliance between Rome and Maroneia (after 
167). 
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like the dithyrambic poet of the third Teian list (LB—W 93); he bears a 
common name, Demophilos, which turns up twice in Pergamon, 
once in I. Pergamon 332 and once in I.Asklepieion 123.1 do not think 
we can identify him. 


The new text gives us a complete text for the dithyrambic victors, 
whereas those known earlier were not so well preserved. Noteworthy 
is the expression dopa, song, to describe the dithyrambic piece. On 
a textual level, we might restore dicate + title in dative in the 
first victor-list (LB-W 91, Le Guen 200la: TE 46 A) and in 
the second (Hauvette-Besnault and Pottier 1880: 176-8 no. 37; Le 
Guen 2001a: TE 46 C), but certainly not in the third (LB—W 93; 
Le Guen 2001a: TE 46 D), as can clearly be seen from the squeeze 
(Fig. 25): there are no letters to the left of the title Depoeddver, which 
is centred. 

More generally, the new text makes clear the contrast between 
drama, the word used for satyr-play, and asma, song, used for 
dithyramb. The word in itself does not imply any difference between 
‘choral’ and ‘solo’ song, and so does not necessarily confirm my 
suggestion that the Artists performed dithyramb as solo pieces.” 

The title of the victorious dithyramb was The Horse. I notice, 
without much comment, that the name of the author was itself a 
horse compound; after all, the fact that you’re named after a horse 
isn’t enough reason for going on about them. This title presumably 
refers to the Trojan Horse, the doureios hippos; the new text from 
Teos gives us a reference to treatment of the theme in Hellenistic 
times. The Horse is mentioned in a dedicatory epigram by Alkaios 
of Messene, as one of the themes (Ta7ov épypara, the ‘deeds of the 
Horse’) in a song performed by a chorus and accompanied by 
an auletes, Dorotheos, son of Sosikles, of Thebes (Anth. Planud. 7, 
Gow-Page Alcaeus 10; Stephanis 1989: no. 812): this must be a 
traditional dithyramb. 


Lbudwvov wadakotor kepacadmevos Opdov avdAois 


Awpdbeos yoepovs ervee Aapdavidas 


“8 On the meanings and context of asma see Wilson (2000) 227-9. 
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Kal Newedas woiva Kepatviov, emvee 8 “Tr70v 

epypat, delawv aisdauevos Xapitwvr- 
potvos & ely tepotor Atwvtco.o mpodjrais 

Mepov Aausnpas e€épuye mTEépuyas, 

OnPaios yevenv, Nwourdréovs: ev d€ Avaiov 

vya. popBerav OnxaTo Kat KaAdpous. 

Mixing the song of many accorded voices with soft pipes, Dorotheos 
piped the mournful Trojans, and the labour of Semele, struck by lightning, 
and he piped the deeds of the Horse, having reached the eternal Graces; 
alone among the sacred prophets of Dionysos, he escaped the swift wings of 
Blame. By birth, he was a Theban, son of Sosikles; in the temple of Dionysos, 
he dedicated his mouth-strap and his reeds. 


Another epigram, by Dioskorides, describes a woman, Athenion, 
‘singing the Horse’, presumably in a private performance or a festival 
epideixis (AP 5.138, also Gow-—Page, Dioskorides no. 2; Stephanis 
1989: no. 72). 


’ An! apne are we noe 
Tnrov ‘Abjviov jhoev €wol kakov: ev Tupt Tao0 
1 Pane a eur ete , 
"TAros Hv, Kaya Kelvyn dw ébdreyopar, 

P , , Der yy 
fovderoas Aavady dexéry mévov: év & evi héyyet 


Ane \ 7 aN 8 , 
Tau T6TE Kal Tpdes Kaya dmwhducba 


Line 3: On grounds of meaning, Gow and Page dislike the MS 
ov defoas, ‘having endured without fear’ (Fr. Diibner), ‘I had 
braved the ten years’ effort of the Greeks’ (W. Paton). They pro- 
pose ovoreiAas, “contracting, shortening’, which seems equally 
unsatisfactory. Perhaps simply od 8’ joes/ad 8 doas (‘you sang’) ? The 
repetition of d¢ is awkward. 


Athenion sang the Horse, an evil for me; all Troy was on fire, and I burned 
with it . . . the ten years’ toil of the Greeks; but on that same day, the Trojans 
and I perished. 


Both epigrammatists date to the late third century, and hence 
provide evidence for performance of songs on the theme of the 
Trojan Horse contemporary to the dithyramb written by Kallippos 
and performed by Demetrios. 

Sources for Kallippos’ Trojan Horse would have included the 
Odyssey, Cyclical epic (the Little Iliad being much read in the 
Hellenistic period), tragedy (Sophokles’ Laokoon ? Sinon ?), and 
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various passages in lyric poetry.” A special role might have been 
played by Stesichoros’ poem on the Trojan war, whose title survives 
on a papyrus as 


STH|SIXOPOY] 
INIT 


‘Stesichoros’ Horse’. The fragments are published at POxy. 2803; West 
(1971) combines this text with the Stesichorean fragments POxy. 
2619. The Horse seems to have covered elements of the sack of Troy, 
so that we may be dealing with an “alternative or informal designa- 
tion’ (West) for Stesichoros’ Iliou Persis—Sack of Troy (a known 
title). 


In conclusion, the new list from Teos is the earliest document of its 
nature; it belongs to the dossier of the rich festival activity of the 
Dionysiac Artists, which ran in its own time, parallel with the festi- 
vals and activities of the Teian polis, even though the two activities 
shared the same physical space. It left its own traces, inscribed 
in the monumental structures of Teos town; the dispersion of this 
material mirrors the dispersion of the civic inscriptions of the Teians. 
The new inscription can be read in a precise context, modern and 
scholarly, but also ancient and institutional as well as monumental. 
The new document provides us with information on the nature 
of Hellenistic dithyramb—a song, asma, at least in the hands of the 
performers at the festivals of the Artists. One such performer was 
Dionysios of Phokaia, appearing as a very young man, c. 200, at 
one of these festivals, singing—alone, without a chorus—a freshly 
minted dithyramb, The Horse, specially composed for the com- 
petition by a poet, himself the son of a poet or artist. We can 
only try to imagine this song—its prelude, its invocation, its hymnic 
elements, the praise of god and polis and the all-important sensi- 
tivity to place; the sense of solidarity and identity of the Dionysiac 


* Bakchylides Dithyrambs, fr. 9, from Servius, ad Verg. Aen. 2.201 sane Bacchylides 
de Laocoonte et uxore eius vel de serpentibus a Calydnis insulis venientibus atque in 
homines conversis dicit, “Bacchylides certainly speaks of Laokoon and his wife, and of 
snakes coming from the islands of Kalydnai and turning into people’, seems to 
concern Laokoon, and perhaps in some way the conclusion of the Trojan legend. 
Many thanks to David Fearn for this reference. 
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Artists; the combination of kitharodic virtuosity and quotations 
of choral song; the sensitive intertextual weavings; the metre, the 
dialect; the overall hearable structure of the poem; a lot of alliter- 
ation, the piling up of composite epithets for the deadly artifact and 
its craftedness; the variation in rhythm between extended elaborate 
purple ekphrastic passages and swift narrative: Sinon, Kassandra, 
perhaps Laokoon, portents, gods, the debate about the Horse, 
foreshadowing of the sack of Troy; meaningful, allusive, tactful, 
reworkings of panhellenic myth to fit the politics, especially to con- 
struct relations between Troy, Pergamon, Asia Minor, and perhaps 
already Rome;” the abrupt beginning and end. 

My hypothesis is that the Hellenistic professionals offered 
‘pseudo-choral’ poetry, put on by virtuoso solo artists but, perhaps, 
evoking the still-ongoing group performances of old dithyramb. 
Nothing of this is more than speculation, and none of this exists any 
more; but I am trying to raise the possibility that such artistic forms 
were comparable in form, nature, and quality to Archaic Greek 
poetry, ‘lyric and ‘choral’, produced by professionals at frequent 
occasions, in well-attended festivals. The epigraphy of the Dionysiac 
Artists at Teos belongs to the lost world of Hellenistic literatures, as 
well as to that of the Greek festival and generally of Greek theatre. 


°° On the politically useful myth work performed by the Trojan legend see Gruen 
(1990) 5-33; Erskine (2001). 
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Kraton, Son of Zotichos: Artists’ 
Associations and Monarchic 
Power in the Hellenistic Period* 


Brigitte Le Guen 


Kraton, son of Zotichos, from Calchedon, is undoubtedly the aulos- 
player from the ancient world about whom we are best informed.' 
A musician active in the second century Bc and an eminent member 
of the Association of Dionysian Technitai in Asia Minor (a group of 
stage performers under the protection of the god of the theatre), he is 
known to us through around ten items of epigraphic evidence. 

This corpus has been the subject of excellent analysis by Daux, 
whose main objective was to provide a chronological order for the 
various items.” Even so, it is still impossible to date some of them as 
precisely as we would like. In a book dealing with the Associations of 
Technitai in the Hellenistic period (Le Guen 2001a), I translated and 
provided commentary on all the inscriptions relating to Kraton, 
though without providing a continuous analysis.’ A second book on 


* Mes plus chalereux remerciements vont 4 Peter Wilson, qui non seulement a 
accepté de publier mon texte dans son ouvrage, mais en a en outre effectué la 
traduction. 

' Stephanis (1988) no. 1501; Bélis (1999) 215, 226. 

> Daux (1935) 210-30. 

> Le Guen (2001a). This work, the product of a habilitation thesis of 1999, consists 
of two volumes: a documentary corpus (vol. I), in which the reference TE designates 
an epigraphic text; and a synthesis (vol. II). For reasons of convenience, epigraphic 
references will on the whole be cited according to my own corpus, where previous 
bibliography may be found. The dossier on Kraton is currently made up of nine 
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the same subject appeared in 2003 (Aneziri 2003), but neither does it 
have a chapter specifically devoted to Kraton.* 

In addition, two recent articles have returned to several points of 
controversy in the dossier: one forms part of an analysis of the royal 
cult in Hellenistic Pergamon;° the other responds to the discovery in 
the hinterland of Pergamon of an unpublished inscription that 
documented a new Association from the time of Eumenes II.° 

It therefore seems a particularly appropriate moment to present a 
synthesis of all the information available about this famous musi- 
cian. To this end I shall begin by looking at his personality and career, 
going back to the chronology provided by the inscriptions that relate 
to it. I shall then examine the nature and the status of the various 
Associations which, at the same time or in succession, had close 
relations with Kraton: the Koinon of synagonists; the Koinon of the 
Technitai of Ionia and the Hellespont, and those gathered under 
Dionysos Kathegemon; the Koinon of the Attalists; and lastly, the 
Koinon of the Technitai of the Isthmos and Nemea. Finally, I shall 
show what the example of this well-connected aulos-player tells us 
about the links formed between the artists and political power in the 
Hellenistic period. 


I. KRATON: THE MAN, THE ARTIST AND THE 
WEALTHY PROPERTY OWNER 


1.1. The man 


Although a number of significant facts about his life are known, 
the dates of his birth and death remain obscure, and they can only 
be approximated from our available sources. The period in which 


documents, as follows: a list inscribed in the theatre of Iasos (IGSK 28, 1, 163, 1.9 = 
LB-—W 255); five decrees, issued by various authorities (TE 33, TE 44, TE 45, TE 48, 
TE 52); two letters, by different authors (TE 49, TE 51); a funerary inscription (TE 50). 


* Aneziri (2003). See my review, Le Guen (2004b) 279-99. 

> Schwarzer (1999) 249-300. The essentials of this article are recapitulated in 
Schwarzer (2002) 221-46, with figs. 1 and 2 on 227-8. 

° Miiller and Worrle (2002) 191-235. When I refer to Worrle (2002), I mean the first 
part of this article, which he produced, though the work is the fruit of collaboration. 
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he was born can be estimated on the basis of the first reference to 
him in the epigraphic evidence (IGSK 28, 1, 163, 1. 9). There he is 
engaged to take part in the Dionysia of Iasos at a date which the 
specialists place no earlier than 193/2 Bc.’ He died at Pergamon 
(TE 52,1. 15) in the years 146-138, or 146-133: the appearance of his 
name in a letter dated to 146/5 or 145/4 leads one to believe that he 
was still alive at that time (TE 51).° As for the terminus ante quem 
of 138 or 133, this derives from the fact that a monarch by the name 
of Attalos was to present Kraton’s heirs with the will of which he was 
trustee (TE 52, Il. 17-18). It is impossible today to decide between 
these two dates, although the first is undoubtedly the more plaus- 
ible.’ Supposing that the aulos-player was born towards the end of 
the third century (based on the hypothesis that he began his career 
in the 190s around the age of twenty), he would have been between 
seventy-two and sixty-four years old if he died under Attalos II, 
between 146 and 138 xc;”° if under Attalos III, between seventy-two 
and seventy-seven. 

What little we know of his identity does not add up to much: 
a name, a patronymic and two successive ethnika. Son of a man 
named Zotichos"' and originally from Calchedon in Bithynia, during 
his lifetime Kraton acquired Pergamene citizenship, as shown by a 
decree of the Association of the Technitai of the Isthmos and Nemea 
(TE 33, ll. 1-2). Although it contains nothing that might date it, this 
document can nonetheless be given a context thanks to another 
inscription which is very precisely dated to February 152. This is a 
letter written by the musician to the Association of Attalists (TE 49).'” 

The twin reference at the beginning of the letter—to the seventh 
year of the reign of the sovereign Attalos II Philadelphos and to the 


” Crowther (1990) 145 and (1995b) 228; Migeotte (1993). 

® See Le Guen (2001a) 1.262 and Aneziri (2003) 82. For the reference to Kraton in 
this letter, see below section II.1. 

° See below IL.1. 

'° Tf he founded the Attalists at the very end of the reign of Eumenes II, he would 
have been at most fifty. 

" According to LGPN, this name is widely attested in the Greek world. 

Schwarzer wrongly imagined that this was the aulos-player’s will (or the letter 
accompanying the will). As I have already indicated (Le Guen 2001a: 1.262), and as 
Worrle (2002: 201-2 n. 34) has also remarked, the document is formally dated to 152 
BC, while Kraton very probably died after 146, if we may trust the inscription TE 51. 
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eponymous magistracies of Technitai of Asia Minor—only makes 
sense in relation to the author of the letter.'> The reference to the 
priesthood of Dionysos, in close association with the priesthood and 
agonothesia of king Eumenes, is explained by Kraton’s position in the 
Anatolian Association. On the other hand, the decision to date the 
letter by reference to the year of the reign of the Attalid monarch can, 
it seems to me, be explained solely by the fact that the aulos-player 
was by then in possession of his new status as a citizen of Pergamon 
(ITepyaujvos)."* In addition, the month referred to—Dystros— 
belonged to the Macedonian calendar used in the capital of the 
Attalid kingdom.” The year 152 thus constitutes a terminus ante quem 
for the granting of Pergamene citizenship to the musician. 

As far as other chronological indicators for the life of Kraton the 
following is a summary of what we can say:’° 


© It goes without saying that this provides no indication as to the place where 
the recipients of the letter resided. Nor does it throw any doubt on the fact that the 
magistrates mentioned are those of the Anatolian Koinon: the detail trav texvirdv 
which follows the name of the eponymous priest is the result of the author’s wish to 
differentiate clearly between the Association of Asia Minor and the group of Attalists. 
For a similar interpretation see Worrle (2002) 201 n. 28 and Aneziri (2003) 130-1. 
On the other hand, I do not share the opinion of Aneziri when she asserts that the 
fact that it was dated by reference to the eponymous magistrates of the Anatolian 
college rather than by reference to the year of the reign of Attalos II had nothing to do 
with the Technitai. In a letter, the method of dating bears no relation to the person or 
persons receiving it, as the Egyptian papyri teach us for private correspondence, or 
numerous inscriptions for royal correspondence. Kraton dated his letter not by refer- 
ence to the position of the Attalists, but as a consequence of his double status as a 
member of the Anatolian Association and a citizen of Pergamon, which is where he 
was when he drafted it. 

“ Note that Kraton has no ethnikon in this document. The significance of this 
observation is however considerably limited by the fact that most often only his 
name and patronymic are indicated on the stones (cf. TE 45, ll. 3, 6, 22, 34; TE 48, ll. 3, 
7; TE 49, Il. 3-4; TE 52, 1. 2). 

' Had he written it from Teos, Kraton would only have made reference to the 
magistracies effective in the Associations to which he belonged and which constituted 
an entirely separate state within the city where it was based (cf. Le Guen 2001a: 
II.77-82). Further confirmation of this special status is provided by the recent pub- 
lication of a tetradrachm with a reference to ‘[money] of the Dionysiac Technita?. This 
is the first numismatic evidence to date for the Dionysiac Artists (cf. Lorber and 
Hoover 2003: 59-63). 

'© The chronology proposed by Daux still seems to me to be beyond debate (cf. Le 
Guen 2001a: 1.228). This is also the view of Worrle (2002: 196 n. 12) and Aneziri 
(2003: 107f., 123, 385). 
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TE 44 (under Eumenes II, c. 180-170): a reference to the irreproachable 
conduct of the aulos-player towards ‘the gods and the kings’ enables us to 
assign this text to the third period of Attalid rule over Teos. As with the next 
inscription, which contains an almost identical expression (TE 45, ll. 12-13), 
it can be placed, at the earliest, around the time of the peace of Apamea, as 
Daux has shown. At this date, Attalos I is dead, Eumenes II has succeeded 
him and Kraton—referred to as KadAyyddvos (Il. 2, 19, 29-30)—is 


honoured by an Association called the ‘Koinon of the synagonists’.”” 


TE 45 (c. 171-167): later than the previous document, this decree (Il. 6-7) 
shows that, having held in succession the priesthood and agonothesia which 
are also referred to in TE 44 (Il. 5, 10), Kraton goes on to hold them both 
again at the same time, by special concession (TE 45, 1. 9). The reference to 
the festival of the Mouseia—the chronology of which has recently been 
analysed by Knoepfler (1996: 165)—might even suggest a date after 171 Bc."* 
The reference to the Delian people (1. 38) ensures that it is in any case earlier 
than 167 Bc, when the renewed Athenian control of the island began. 


TE 48: this decree follows the inscriptions TE 44 and TE 45 since it refers 
to ‘honours already awarded in the past’ to the musician (rais mpoumap- 
xovoas Tyas, |. 9). In any case, it dates to before 158: the reference to a 
priest of king Eumenes in the first line of the title implies that it was issued 
during the lifetime of the ruler;"” 


TE 49: a letter written by Kraton himself in February 152 Bc; 


TE 50: this inscription, engraved on a funerary monument from Teos, 
featuring both Kraton and the Attalists, certainly follows the creation of the 
koinon—whose prior existence is attested in the previous text; 

TE 51: this letter is dated to 146/5 or 145/4 as it comes from a Roman 
general, identified by the specialists as L. Mummius; 

TE 33: this new decree in honour of Kraton—now in possession of 
Pergamene citizenship—is to be attributed to the Technitai of the Isthmos 
and Nemea. Its abbreviated header contains no part of a dating formula. 
Only certain indications, to which I shall return, suggest that it might come 
shortly after TE 51. 


Finally, it is possible that the musician may have been rewarded 
during his lifetime with three crowns, represented in a relief-carving 
found at Teos. These were dedicated, at an unspecified date, by, 


'7 On this see below, II.1. '8 See Le Guen (2001a) 1.235. 
' On the date of the death of Eumenes see Petzl (1978) 264f. 
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respectively, the ephebes, the strategoi and the people of the city 
(LB—W 1558). However the stone has only the name ‘Kraton’, with- 
out patronymic or ethnikon: his fame could explain such a lack of 
further specification, unless it is another person of the same name.” 

If it were in fact the son of Zotichos, this would be further evi- 
dence of the extent of his connections and of his popularity. It would 
suggest that he did not merely associate with the narrow circle of his 
fellow-artists, but had ties with the magistrates and citizens of the 
polis where the Technitai were based.”' 


1.2. The artist 


Kraton’s professional career was as a musician—more specifically, as 
an aulos-player, a reed instrument that Bélis* and many others” 
have often reminded us should not be identified with a flute—just 
like its Latin equivalent the tibia—nor should it be translated as such. 

He makes his first appearance in our sources as an avAnris, 
responsible for providing two days of performances at the theatre of 
Iasos (IGSK 28, 1, 163, ll. 9-10). Subsequently he is always designated 
with this term without any further qualification (TE 44, |. 2; TE 45, 1. 
6, 22-3; TE 48, 1. 3, 7), with only one exception. In TE 33, |. 2 he 
appears as a ‘cyclic’ aulos-player—that is, an instrumentalist who 
did not play as a soloist as a ‘Pythic’ player did, but accompanied by a 
dithyrambic chorus.”* 


°° Kraton is a fairly widespread name in the Greek world. See s.v. in the various 
volumes of LGPN. 

2! We know that a statue in his honour had been erected in the theatre of Teos, 
among other places where he did not reside. This was to be crowned during the 
festivals celebrated by the civic community itself, both the Dionysia and all other 
contests (TE 45, Il. 28-9). 

» Among a large bibliography, I would mention e.g. Bélis (1999: 16), who defines 
the aulos as a ‘wind instrument with two pipes, played through two double reeds’ and 
Landels (1999: 1-2), for whom ‘The aulos was a pair of pipes, with vibrating reeds 
in their mouthpieces, held out in front of the player.’ See also his chapter 2a—‘“The 
Aulos’—which has a number of illustrations. 

> Landels (1999) 24. 

*4 Whence his other title, ‘aulos-player of dithyrambic choruses’—of andres or 
paides—(Bélis 1988: 230-1). 


252 Artists’ Associations in the Hellenistic Period 


According to Bélis (1988: 227-50; 1999: 72-3), while ‘the position 
of the aulos-player was at the bottom of the social scale’, this was 
nonetheless not true of all players of the aulos, as ‘the social status 
held by musicians was not inherent in the instruments they played 
but in the activities they pursued’.” She cites, among the least 
respected activities, those of the aulos-player on warships or at 
funeral ceremonies. 

There is thus no reason to be surprised by the respect enjoyed by 
Kraton during his lifetime.*° To take the example of two of his 
colleagues: Dionysodoros” and his contemporary, the famous 
Ismenias,”* were able, through their art, ‘to amass genuine fortunes 
and to carve out a prominent place in society’ (Bélis 1999: 73).” 

With regard to Kraton, however, the evidence says nothing about 
the size of his fees nor about the way he pursued his profession, and 
his name does not feature in any victor- or competition-list in our 
possession. We do not know which genre of music he excelled in, 
nor which type of aulos he used among the various models known 
to have existed.*” We do not know if he was able to perform outside 
the context of the Associations,” nor if he had any career as a soloist 
rather than an accompanist of choruses (dithyrambic, comic, or 


*° On the place of the aulos in the musical life of the Greeks and on the status 
of the aulos-player after the death of Alexander the Great, see Scheithauer (1997) 
107-27. 

*° T have some doubts about the hypothesis of Aneziri (2003: 216 and n. 74) to the 
effect that aulos-players would have enjoyed a privileged position in the Anatolian 
Koinon—assuming the prosopographical identifications of Stephanis (1988) are 
correct, since we find those named Satyros (TE 48, |. 1 = Stephanis 1988: nos. 2232, 
2240) and Kratinos (TE 49, 1. 2 = Stephanis 1988: nos. 1493, 1495) exercising the 
high office of priest of the Association. It is perhaps not so much their status as 
professional aulos-players as their social position (in relation to the powerful?) that 
secures them such an honour. 

7 Cf. Stephanis (1988) no. 753. 

*8 See Stephanis (1988) no. 1295. The basic documents relevant to the aulos- 
players of antiquity are assembled in this prosopographical work. 

” See likewise, in the previous bibliography, and for an enlightening comparison 
with the Greek world, Baudot (1973) ch. 4, 79-89: ‘Profanes et professionnels: 
préjugés et passions’. 

*© See Landels (1999: 40), who cites different types of auloi—the parthenikos, 
paidikos, kitharisterios, teleios, and hyperteleios. 

*! See Le Guen (2004a) 77-106, esp. 94ff. The reasoning applied there to actors 
is equally valid for the musicians affiliated to the Associations of Technitai. 
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tragic); and whether this was due to his own preference or because 
he was obliged by the contracts to which he was bound as an artist 
affiliated to an Association. 

But Kraton’s is far from being an isolated case: the sources that 
deal with the Dionysiac corporations generally make no mention of 
the artistic talents of their members. They seem concerned only to 
stress their exceptional piety. Their purpose was to underline the 
sacred character of the activities of the Technitai,” and they were 
not intended to provide information on their professional merits. 
As paradoxical as it may appear, Kraton the musician remains an 
enigma for us. 


I.3. The wealthy property owner 


Although the available evidence establishes no explicit connection 
between Kraton’s remarkable social standing and his status as an 
artist, in a position to be handsomely remunerated, the image pro- 
vided of him unanimously by the sources is one of a wealthy man. 
While we have no precise indications as to the origin of his fortune,” 
we know indirectly what it was made up of (in part or in total), 
thanks to the list of goods that he left to the Association of Attalists 
which he founded. This is the inventory: 


* a capital of 10,500 silver Alexandrian drachmas: he directed the 
members of the koinon to invest this, as the interest was to be used 
to finance their meetings and sacrifices (TE 52, ll. 24-7);** 


* We should recall that one of the principal activities of the Technitai was par- 
ticipation in contests of all kinds, indissociably connected to divine cult (Le Guen 
2001a: II.84). 

Tt could have come from his family, be the result of a brilliant international 
career, or a combination of these two hypotheses. The fact that the sum of money 
bequeathed by Kraton to the Attalists is expressed in a coinage widely diffused 
throughout the Greek world—and well after the death of the Macedonian con- 
queror—and not in cistophoric drachmas, which were the official currency of the 
kingdom of Pergamon, seems to me to be the sign of a fortune acquired, at least in 
part, thanks to the profession which made him criss-cross the Greek world (TE 52, 
Il. 24-7). 
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+ slaves: all the necessary details concerning them were given in the 
will itself (TE 52, ll. 27-30); 


* a sanctuary (TE 52, |. 30: reuéver) or Attaleion, located close to 
the theatre (TE 52, 1. 20: 76 te "ArraAevov 76 mpos Tat Bearpaw); 
and objects to be used for its upkeep (TE 52, |. 30);*° 


* a house adjoining the royal palace whose previous owner was 
called Mik[ka]ros (TE 52, ll. 21-3: tiv ovvoixiay tiv mpds TAL 
Baotrelan, tiv mpdtepov obcav Mix[Ké] pov).*° 
The question of the location of the sanctuary and the house has 

been endlessly disputed. Scholars sometimes opt for Pergamon, 

sometimes for Teos, depending on whether they see the Attalists as 
an Association based in the one or the other of these poleis. I would 
like to take up this debate’ that Aneziri prefers to leave an open 
question,”* while Worrle for his part basically accepts the argument of 

Schwarzer in favour of Teos.” 

Although the fact of the donation by Kraton to the Attalists of a 
sanctuary (or Attaleion) and of a house (synoikia) is not in dispute, 
the main question to be examined, it seems to me, is the issue of the 
name of the city in which the musician owned his property. 

For as long as Kraton bears the ethnikon Kadynéovos in the 
documents, we may assume that it is in Calchedon—and nowhere 
else—that he holds the privilege of the right to own land and prop- 
erty (eyxryos yas Kai otkias) attached to the status of citizen. But 
from the day he obtained Pergamene citizenship (cf. TE 33, ll. 2-3), 
he became free to enjoy full legal property rights at Pergamon. 

And so, if we rely solely on the information provided by the 
epigraphic corpus, the only place where Kraton was able to acquire 
land and property was not Teos but Pergamon. This is, logically, 


** This practice operates in religious foundations; cf. Poland (1909) III.490-1 and 
Laum (1964’) passim. 

> The list of these objects is found partially preserved on the back of the present 
inscription. See CIG 3071 with the corrections of Rigsby (1996b) 137-9. 

°° The name appears to be a hapax. Perhaps it should be replaced by ‘Mikkalos’, 
attested in the Aegean islands (Chios, Crete, Delos, Rhodes, Samos) as well as Doris, 
according to LGPN. 

7 See Le Guen (2001a) 1.254—4, 262-5. 

8 Aneziri (2003) 108 n. 489. * See Worrle (2002) 200 n. 24. 
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where we should look for the sanctuary and the house that formed 
part of his patrimony. To resist this conclusion requires us to assume 
that Kraton was also honoured with citizenship of Teos, because 
while based in this city, the Technitai were nonetheless not citizens 
of it. The only alternative is to suppose that the Teans granted him 
the extraordinary favour of the right to acquire a meeting house” 
in their territory, as well as a sanctuary as a base for the cultural 
Association he had created. There is no evidence whatever for such a 
supposition, even though we may imagine that Kraton had relations 
with the citizens and magistrates of Teos.*' It is on the other hand 
one item in the dossier of Kraton that irrefutably attests his status as 
a citizen of Pergamon. 


We should now compare these conclusions with the recent analysis 
of Schwarzer, recalling first the interpretations given by the specialists 
of the relevant archaeological data, which are diametrically opposed. 

Those who maintain the Pergamene hypothesis” believe that the 
royal palace that serves to locate the house owned by Kraton 
(ri ovvorkiay THY mpos THt BactAeiwr) is simply one of the structures 
built on the acropolis where the dynasty dwelt. Similarly, the theatre 
that helps place the Attaleion (76 "AttaXeiov 76 mpds Tat Oedt par) 
is none other than the famous monument built on the side of the 
hill that overlooks the valley of Caicus. Some maintain that the 
Attaleion is the Ionic temple built at the northern end of the terrace 
of the theatre—sometimes attributed to Dionysos Kathegemon, 
sometimes to the dynastic cult—while others believe it is the 


* Worrle (2002: 202 n. 35, with reference to Hellmann 1992: 397) has shown that 
it is not a question of a ‘house’, as in the translation I have given of synoikia, but of a 
‘technical term for a boarding house’. This is not incompatible with my translation/ 
interpretation. Owner of a synoikia, previously the property of the Mik[k]aros men- 
tioned, Kraton could very well have occupied one part, while renting out the others if, 
in the use of this term, it is the notion of cohabitation that is primary. As Boeckh 
(1828: I.111) commented, the Attic language certainly makes ‘a distinction between 
domestic houses (oikiai) and houses for rent (synoikiai)’, but ‘in truth, it can happen 
that a domestic house be rented out or that a house for rent be dwelt in by the owner. 
One designates this a shared house, even if one of them does not pay rent’. 

*! See LB—W 1558, TE 44, TE 50. 

® Allen (1983) 153; Cardinali (1906) 151 and n. 1; Fraenkel (1890) 138; Hansen 
(1971) 419; Liiders (1873) 22; Ohlemutz (1940) 100-3; von Prott (1902) 168 ff. 
178-82; Rostovtzeff (1930) 600. 
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building cut into an alcove excavated on the southern slope of the 
theatre.” 

For their part, supporters of the Tean hypothesis“ stress the fact 
that the majority of the inscriptions relating to Kraton were found in 
the territory of ancient Teos and not at Pergamon.” They believe that 
the Attaleion is a sanctuary to be found in the vicinity of the theatre 
whose ruins are still visible today on the site of Teos. As for the royal 
palace, they are compelled to propose that the Ionian city possessed 
one comparable to that which is attested for Tralles.*° 

Following a close re-examination of the remains of the Attalid 
capital, Schwarzer has recently joined their ranks. He found no 
building that might correspond with the Attaleion.” 


The building cut into an alcove: this complex set of structures, 
made up of several terraces and long since in a very poor state of 
preservation, would have housed the meeting place of the branch of 
artists of Pergamon known as the Technitai of Dionysos Kathegemon. 
As proof Schwarzer cites two elements of its architecture: the 
presence of an area on the rocky surface with no traces of covering; 


® Wensler (1989) 33-42; Radt (1999) 222. 

“ OGIS I. 500 n. 13; Kern REII s.v. ‘Attaleion’, col. 2516; Klaffenbach (1914) 27; 
Poland (1909) 1.140; Rigsby (1996b) 137-9; Ruge (1934) col. 567; Virgilio (1993) 55. 

ad According to the first editors, the inscriptions TE 44, TE 48, and TE 33 were 
found in the village of Sigacik, inscribed on the same stone, and in an order that does 
not respect chronological order. Given that in TE 44, |. 26 it is stipulated that the 
decree should be erected next to the Dionyseion, the provenance of the three inscrip- 
tions might correspond to the place where the Anatolian Association posted its major 
decisions. Unfortunately we do not know whether the stone was found in situ: see the 
discussion in Ma’s chapter of the dispersal of Tean epigraphy. The letter addressed by 
Kraton to the Attalists (TE 49) comes from a Turkish cemetery in the vicinity of 
Sevrihissar, a locality whose Turkish name designates an elevated fortress. We should 
definitely recognise in this the fortified enclosure mentioned in connection with the 
find-spot of the inscription TE 50. The same is true of the decree of the Attalists 
(TE 52), on the back of which Kraton’s will was inscribed. As for the crown engraved 
on the funerary monument (TE 50), according to Pottier and Hauvette (1880: 164) it 
was discovered ‘in an ancient Turkish cemetery, to the north-east of the village and 
several metres from the fortified enclosure’. Perhaps this is the same cemetery as that 
mentioned in reference to TE 49 and TE 52. 

*© Vitr. 2, 8, 9; Plin. HN 35, 172. 

“7 Schwarzer (1999: 265-72) also attaches great importance to the find-spot of the 
inscriptions relating to Kraton, especially to the funerary crown discovered on the site 
of ancient Teos and dedicated by ‘the Attalists and Kraton’ (TE 50). 
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and its position next to another cultic space, equipped with a niche 
capable of accommodating statues of greater than normal height. 
According to Schwarzer (who shares the view of Radt), such an 
arrangement would have been particularly well suited to the cele- 
bration of Dionysiac mysteries, and we know from other sources 
that these formed part of the state cult of Dionysos Kathegemon.”* 
It follows that one must look elsewhere for the site of the Attaleion. 
And given that there is no suitable structure in close proximity to the 
theatre of Pergamon, the Tean hypothesis necessarily follows.” 


The hypothetical temple devoted to the cult of the sovereign: the 
location of this building, to the south of the gate of the citadel, had in 
the past been deduced from its ground-plan, which recalls that of 
Hellenistic heroa.*’ But now Schwarzer has recognised that the very 
configuration of the place and the profane structures nearby prevent 
us from identifying in it a sanctuary sponsored by a monarch.” He 
concludes from this that the temenos was built by a private person. 
This could not, however, be the college of Attalists, as Radt would 
like.** Our sources clearly locate the Attaleion in close proximity to 
the theatre, which is not the case with the sanctuary in question. 
Schwarzer has thus identified a further argument for locating the 
Attaleion bequeathed by Kraton at Teos, and not at Pergamon. 


Let me say straightaway that I do not find the case based on the 
archaeology of the area convincing: incontestable proof that would 
bring an end to the debate has never, to my mind, been adduced. In 
reality, the only reliable conclusions may be summarised thus: 


The building cut into an alcove is closely connected with premises 
belonging to a society and suggests Dionysiac practices; 


‘8 Tn this he follows the opinion of Radt (1999: 223). One can compare this place 
with the two grottoes excavated in the sanctuary of Poseidon at the Isthmos (the 
northeast grotto and the grotto said to be part of the theatre), which hosted 
Dionysiac Associations until the fourth century, and then again in the second century 
AD (cf. Broneer 1973: 33-46; Gebhard 1973: 4). 

*® See more recently Schwarzer (2002) 223-5. 

°° Excavated in 1927 by Wiegand, it was published ten years later by Boehringer 
and Krauss in Altertiimer von Pergamon, Band IX. Wensler (1989: 33-42) has shown 
that it could only have been built in the early years of the reign of Eumenes II. 

*! See the plan of the entire temenos given by Schwarzer (2002: 2). 

°° Radt (1999) 247. 
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The temenos located to the south of the gate of the citadel is the 
concern of a private cultic association and not of some state 
institution. 


The archaeology can certainly identify two sites of religious activity, 
as well as defining their particular status (public, private, or even 
royal). But by itself it does not allow us to say whether the Attalists or 
the Technitai of Dionysos Kathegemon conducted their activities in 
one of them. The reason is simple, and the textual evidence confirms 
it: the practices of these two Associations, both devoted to the cult of 
the Attalids, were far too similar.’ And so there is no major obstacle 
to continuing to see in the building cut into an alcove in the theatre 
the seat of the Attalists, while reserving for the Technitai of Dionysos 
Kathegemon the sanctuary formerly called “Iemenos fiir den 
Herrscherkult’ (‘Temenos for the Rulercult’).* 

Interpretations based on the find-spots of inscriptions are no 
more effective. Already in 1902 Prott, followed by Ohlemutz, had 
objected that the texts unearthed at Teos were very probably simply 
copies of originals erected at Pergamon.” 


°° This is beyond doubt. See also Worrle (2002) 200-1. 

* The analysis of Wensler (1989: 33-42) remains valid: the repetition of the article 
(76 te “ArraAcvov To mpos tat OHedtpoxr) requires us to draw a distinction 
between the famous official building devoted to the dynastic cult and the temenos of 
the artists. I believe we must therefore distinguish between the Attaleion/alcove- 
building that was the seat of the Koinon and the Attaleion that was a private sanctuary 
of the royal family where the cult of the monarch was conducted, which Schwarzer 
situates by the site of the great altar of the capital. I do not find the position of 
Schwarzer (2002: 227) particularly compelling. He argues that the Technitai 
of Dionysos Kathegemon cannot be associated with the supposed “Temenos fiir den 
Herrscherkult’: on the one hand because, under Roman domination, they no longer 
had any influence at Pergamon and on the other because, in the Hellenistic period, 
only one Association could practise the royal cult (and likewise for the imperial cult 
in the Roman period). In the first place the Anatolian Association is still attested in 
TE 56, under Sulla (c. 84 and 81 Bc) and I have tried to show (Le Guen 1997: 73-96; 
2001b: 273-82) that its Pergamene branch had certainly not conducted its affairs at 
Elaia, as is usually stated, on a mistaken interpretation of the inscription TE 54: thus 
Worrle (2002) 197-8 n. 14; second, there is no reason why, after the disappearance of 
the Technitai of Dionysos Kathegemon, the local meeting-place should not have been 
reused by another cultic association. 

°° Prott (1902) 166. This hypothesis is vigorously rejected by Worrle (2002) 200 
n. 24, with reference to Dittenberger (OGIS 326 n. 1) and Klaffenbach (1914: 27). In 
fact Klaffenbach simply refers to Poland (1909: 1.140), who without any discussion, 
evokes the foundation at Teos of an Association of Attalists. 
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In fact there is nothing surprising about the discovery at Teos of 
documents that in all probability formed part of the archive of the 
Association of Asia Minor, of which Kraton was an eminent 
dignitary.°° Some of them—and here I pick up the argument of 
Prott—could certainly have been inscribed in multiple copies and 
erected in a number of places, such as the decree of the Technitai of 
the Isthmos and Nemea (TE 33). This was found at Teos, but one can 
easily imagine that it was also present in one of the bases, or even 
the headquarters, of this other Koinon. An example is the honorific 
decree passed before 167 by the Technitai of Anatolia, which is 
known to us through a single copy from Delos (TE 45) but which we 
know to have accompanied statues of the musician erected in two 
other places; another, the letter found at Thebes in Boeotia (TE 51), 
that a Roman magistrate addressed to the Anatolian Technitai, and 
which includes the name of Kraton. 

The situation is different with the funerary monument, which 
contains the following reference, inscribed within a crown:” ‘The 
president Kraton, son of Zotichos, and the Attalists.”** The anonymous 
deceased person (the first editors of the text thought of a para- 
prytanis) is honoured here by a number of other groups, political as 
well as religious.” And given that he was the leader of an association 
of a similar nature, Kraton may have been concerned to join in 


°° The place where documents relating to the Anatolian Association were posted 
should be situated at Teos mpos tH: Atovvcian, according to TE 44, |. 26. It is 
without doubt the same place as the archive of the Association of Asia Minor. By way 
of comparison, we know that the Association of the Technitai of the Isthmos and 
Nemea kept the archives of both its constituent elements at its headquarters in 
Thebes (TE 12A, 1. 41). It is possible that a duplicate of part of these archives was kept 
at Pergamon, as in the local headquarters of the Association of the Isthmos and 
Nemea. 

*” This monument carried a total of fourteen crowns, of which five no longer have 
any trace of letters. 

*S ‘This translation seems to me to be preferable to the one I gave in TE 50 (Le 
Guen 2001a: 1.255), namely ‘The Attalists under Kraton’s presidency’, which 
incorrectly stresses the former over the latter. 

» They are: the synarchontes presided over by Metrodoros, son of Metrodoros; the 
thiasos of [Si]malion; the orgeones presided over by Athenodotos, son of Metrodoros; 
the paraprytaneis presided over by Metrodoros, son of Onesimos and grandson of 
Anaxibios; the Samothrakistai presided over by Athenodotos, son of Metrodoros; the 
mystai presided over by Athenodotos, son of Metrodoros. 
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paying his respects to this leading figure of Teos. He might have had 
a relationship with the magistrate during his stays in the city, just like 
the Attalists (or at least some among them). There is no reason to 
believe that they both dwelt in one and the same place—as it hap- 
pens Teos, where the document was found.” 


II. KRATON IN THE CONTEXT OF THE 
ASSOCIATIONS: A LIFE OF SERVICE 


Many aspects of Kraton as a private individual, an artist and a 
wealthy property owner remain unknowable. But thanks to the 
nature of the available evidence, we are better informed about him as 
a character entirely devoted to the life of the Associations and 
abundantly generous to groups of diverse status and lustre. I shall 
survey them briefly before examining the specific ties that Kraton 
formed with each of them. 


II.1. Local and international Associations 


The first Association with which we find Kraton connected, accord- 
ing to the chronology established earlier,” is that of the synagonists, 
for which we possess a single epigraphic attestation (TE 44). 

In 1997 Sophia Aneziri showed that this Koinon existed on the 
margins of the Association of Asia Minor,” to which it was always 
closely tied, but independent in its organisation. It brought together 


® To form the Koinon of Attalists, Kraton could have chosen men of any profes- 
sion and origin whom he knew in Teos and who had had some connection with the 
deceased citizen (magistrate?). While conceding that the Attalists (or at least some of 
them) had been artists (see the discussion of their identity below), they—like Kraton 
himself—could certainly have continued to exercise their profession at Pergamon, as 
at Teos, and kept company there with the individual honoured on the funerary 
monument TE 50 before he died. 

*! Cf. Section I.1 above. 

* Aneziri (1997) 62. Aneziri (2003: 317-35) returns to a general discussion of the 
synagonists, with a number of modifications that do not affect my argument here. 
See also Le Guen (2001a) I.229-30. 


Brigitte Le Guen 261 


in its ranks all manner of stage artists, with no discrimination as to 
specialism, who participated in spectacles during musical and/or 
dramatic agones, but were not permitted to compete for any reward. 

From reading the decree issued by the synagonists, it is not clear 
whether, when they honour Kraton, it is as a real member of their 
Association, or if they grant him these rewards as a former colleague. 
The ambiguity of the expression used in the formula encouraging 
the synagonists ‘to honour their own (rods é& éavr@v) at every 
opportunity’ in effect allows for both interpretations.” All the same, 
the second seems to me to be preferable: when he was just embarking 
on his career, not (yet) playing as a soloist but basically occupied 
as the accompanist of dramatic choruses (which are still attested in 
the Hellenistic period), the aulos-player would have won over the 
sub-group of synagonists to concerns that were closest to his own. 
Then, as he advanced in his career, and became a figure of note in the 
Anatolian Koinon, he would have continued to demonstrate the 
greatest concern for those with whom he used to associate not long 
ago and who, in the shadow of the more famous, remained specialists 
essential to the artistic life of the period. 

The second Association with which our sources link Kraton—in 
this instance certainly as a member—brings together the “Dionysian 
Technitai of Ionia and the Hellespont and those gathered under the 
patronage of Dionysos Kathegemon’. This is an Association whose 
title is only attested, in this double form, after 188 Bc. We must 
assume that in the aftermath of the peace of Apamea, the Technitai of 
Ionia and the Hellespont, based at Teos in the course of the third 
century, united (or were strongly encouraged to unite) with the 
Technitai of Dionysos Kathegemon, established at Pergamon and 
close to the Attalid monarchy.” 

Then we have the Koinon of Attalists,” the first reference to 
which appears in the letter that Kraton addressed to its members in 
February 152 (TE 49, ll. 1-2). According to Worrle, it is not possible 
to assign its creation to the year 158 Bc, when the reign of Attalos II 
begins, in which case it would follow by a little the correspondence of 


% See Le Guen (2001a) 1.229 and Aneziri (2003) 325. 
* Cf. Le Guen (2001a) 1.2367, II.29-30; Aneziri (2003) 105-6. 
® Cf. Le Guen (2001a) II.30 and n. 132. 
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the aulos-player. The decree published by the Attalists after the death 
of Kraton in fact speaks of ‘the philanthropa (acts of generosity), 
many and fine, directed at the Association on behalf of the kings’ 
(TE 49, Il. 9-11). Worrle believes that such a plural can only be 
explained because the Association, with its ties to the royal family 
and household, already existed in the time of Eumenes II. 

In light of the available evidence it is by no means certain that he is 
correct. His analysis requires that Attalos II was at the same time the 
sovereign entrusted with conveying to the Attalists the will of Kraton 
(TE 52,1. 18).® The identification is not proven.” It could just as easily 
be Attalos III: if so, the Koinon of Attalists would have come into 
being under Attalos II, and the authors of these royal benefactions 
would have been Attalos II as well as his successor, Attalos IIL.” 

Arguments from plausibility are all that we have to try to settle the 
question —based on the accepted average longevity of the period and 
taking into consideration a number of elements from the dossier. 
While Kraton could have died around the age of seventy—the figure 
required by the hypothesis of Attalos III—it is surely more reason- 
able to place his death under his predecessor, king Attalos II. In this 
hypothesis, the foundation of the Koinon of Attalists—which would 
date back to the reign of Eumenes II—could be a consequence of the 
king’s arbitration in the dispute between the Tean branch of 
the Anatolian Technitai and the city of Teos (TE 47). Kraton would 
have made use of his influence with the sovereign to support the 
case of the organisation; and with the Koinon itself, to ensure that 
Eumenes II was thanked, in a manner fitting the services rendered, by 
a vote of cultic honours.” In return for his incomparable devotion 


°° Ll. 12-13 of the document (TE 52) also attest it: rs éaurav émmvupias. 

*” Worrle (2002: 202) asserts that Attalos himself would have sent to the Koinon of 
Attalists at Teos the will representing his hieros nomos. In fact Worrle is simply 
repeating the erroneous assertions of Schwarzer (1999: 266ff.), who follows the study 
of Klimov (1986: 102). Klimov places the foundation of the college of Attalists under 
Eumenes II, and the death of Kraton under Attalos II. 

% In this debate Aneziri (2003: 107-8) shows all due caution. 

® There would thus be no difficulty in explaining the plural BaciAéwv (TE 52, 
Il. 9-11), picked up by the pronoun éav7ap (Il. 12-13). 

” This is attested indirectly by the existence, at the heart of the Anatolian 
Association, of a priesthood of the king, combined with the task of agonothetes (TE 
48,1. 1). 
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and effectiveness, the aulos-player for his part would have obtained a 
range of privileges from the Association of Asia Minor (cf. TE 48), 
and Pergamene citizenship from the king.”' But every gift requires a 
return gift, and Kraton would have founded a Koinon exclusively 
devoted to the cult of his beloved sovereign comparable to that of 
the Eupatoristai of Delos, established in honour of Mithridates VI 
Eupator,” or to that of the Basilistai of Upper Egypt.” And he would 
have given it a name that evoked the ancient founder of the dynasty.”* 

This act of naming in no way resolves the difficult matter of the 
identity of the Attalists,”” which earlier scholarship has often regarded 
as an evident truth.” It is far from being so. The letter which Kraton 
wrote to the Attalists (TE 49), as well as the decree drafted by the 
Koinon after the death of the aulos-player (TE 52), contain—in 
almost identical form—very limited information. We read only that 
the musician personally undertook to bring the members of the new 
Association together (rois if’ éavtod ovvyypévors in TE 49, 1. 4, 
tav bf éavTob ovvnypévwy in TE 52, |. 6); he had also chosen 
them, if we may trust the further detail provided by the decree of 
the Attalists, with Dittenberger’s restoration (TE 52, ll. 6-7: Kai 


Ke[xpe] bevy) et 


” In TE 33, Kraton has the ethnic of Pergamene, but no text tells us when or how 
he obtained this privilege, which in my opinion only the king—and not the city of 
Pergamon—could have granted him. 

” OGIS 367. ? OGIS 130, 1.6. 

™ The decree drafted by the Attalists evokes an Association worthy of the eponymy 
of the Attalists (TE 52, ll. 12-13). For the divergent interpretations suggested by the 
name of the Attalists see Le Guen (2001a) 1.254 n. 738 and 1.262 n. 761. I entirely 
share the view of Aneziri (2003: 108): even if the foundation date of the Koinon is to 
be placed under Eumenes II, the origin of its name must be understood in relation 
to the divinisation of Attalos I; and after that of Attalos II, if that was later than the 
death of Eumenes II. 

> See Le Guen (2001a) 1.255, 258-9, 265; II.30-1. Aneziri (2003: 108) thinks that 
the Attalists were mostly Technitai, especially in light of the letter addressed to them 
by Mummius (TE 51) which, according to her, may be a reply to a petition drafted 
jointly by the Anatolian Koinon and that of the Attalists. But why would the latter 
have turned to the Roman magistrate? As Attalists, devoted to the cult of the Attalids, 
they could expect nothing from him for the practice of their activities. These were of 
no concern to L. Mummius. 

© Préaux (1987) 1.264; Rostovtzeff (1989) 1137 n. 76. 

” Boeckh and Liiders for their part restore xe[t]uévwv. Since Chishull did not 
specify the length of the lacuna, it is difficult to decide between the two proposed 
participles. 
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However that may be, according to Worrle, the Attalists should 
not be identified with either the Technitai of Ionia and the Helles- 
pont, nor with the branch of Pergamene Artists who were connected 
with them, even though the Anatolian Koinon (understood in its 
two constituent elements) and that of the Attalists constituted two 
groups that were very close to one another.” As indicators of their 
shared characteristics Worrle cited not only the figure of Kraton 
himself, an incontestable feature of the link between the two Koina, 
but also their shared place of operations—Teos;” the system of dating 
used by the aulos-player in his correspondence;* and finally, the 
reference to the musician and the Attalists together in the letter 
attributed to L. Mummius (TE 51).*! 

I shall confine myself to this last point, since the others have been 
fully discussed already:*’ I would stress that this can only be con- 
sidered a matter of debate if we accept the restoration that has 


been adopted thus far, [kat trois] otv Kpatrw[v. Zwrixou 


"ArraXdtorais. . .].° 


78 Worrle (2002) 200-1 and n. 31. Pace Worrle, I do not believe that a discussion 
of the validity of the restoration of the inscription TE 51 reveals ‘unnecessary 
complications’; nor that partial citation of certain of my remarks out of context 
(e.g. p. 200, n. 27) is sound method. 

” Tf, as I believe, the Attalists were based in Pergamon, it is necessary to replace 
Teos with Pergamon. For his part, Kraton was present at Teos, but also at Pergamon, 
not only as president of the Koinon of Attalists but equally as a member of the 
Koinon of which the Technitai of Dionysos Kathegemon, based at Pergamon, were a 
constituent element. 

* For Worrle (2002: 200) the reference to the eponymous magistrates of 
the Association of Asia Minor shows at which point the Attalists were close to the 
Technitai. But the dating of the letter does not necessarily have to be set in relation to 
its recipients (see I.1 above). 

*! Tt began thus: “To good fortune! / [........ ] Rom[an] consul [to the Associ- 
ation of the] Dionysiac Technitai [of Ionia and the Hellespo]nt and of those grouped 
around [Dionysos Kathegemon and the Attalists] presided over by Kraton, [son of 
Zotichos, greetings]’. 

* See I.3 above for the place where the Koinon of Attalists was based and I.1 for the 
double dating. 

*° It is necessary to correct in my book (Le Guen 2001a: 1.256 and 258 n. 752) the 
placement of the square bracket that follows (and should not precede) the final sigma 
of the article rots. 
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However, there is no reason to do so.™ I fear that the justification by 
reference to the inscriptions in which Kraton and the Attalists are in 
effect mentioned together (TE 49, TE 50) is in reality faulty, and that 
it has led in turn to a completely circular argument: the Attalists were 
Technitai because L. Mummius addressed himself jointly to them 
and to the two corporations, of Asia Minor and of the Isthmos and 
Nemea: L. Mummius addressed himself to the Attalists because they 
were Technitai. 

On reflection, it seems to me more and more surprising that a 
representative of the authority of Rome should have concerned him- 
self with an Association whose principal activity was—as its very 
name indicated—to display unshakable loyalty to the sovereigns of 
Pergamon, and to serve their cult. It is easy to understand that in 146/ 
5 or 145/4 L. Mummius was concerned to reassure (by the renewal of 
privileges essential to the conduct of their artistic activities), the two 
corporations of Anatolia and the Peloponnese,*° who were anxious 
over the new political situation in those regions—Boeotia, Phokis, 
not to mention Macedon itself—where they had for a long time 
practised their craft and taken part in numerous dramatic and 
musical competitions of panhellenic status; but it is more difficult to 
envisage that the Roman magistrate should have any concern for a 
Koinon of a fundamentally local character and whose interests were 
very far removed from the high concerns of inter-state politics. 

There is in fact no indication that L. Mummius had also written 
to the Association of Attalists, which would make sense of the 


** This position led me to draw the following conclusion in my book: since 
L. Mummius could only have been addressing himself to artists, along with the 
Association of Anatolian Technitai, it was necessary either to accept the restoration 
of the name of the Attalists and, in that case, to reckon that it was a matter of 
the members of an ‘Association coming from an artistic miliew; or to reject 
the restoration and complete the lacuna differently, e.g. with a reference to the synag- 
onists attested in TE 44 (cf. Le Guen 2001a: 259). 

* Tf the union of Kraton and the Attalists is intelligible and legitimate at the local 
level, whether that be Teos or Pergamon, or at the very most, across the entire region 
(of western Anatolia), the same is not true outside such a context. Worrle (2002: 201 
and n. 29) also underlines the change in context implied by the letter of Mummius, 
but from a different perspective, since he does not utilise the traditionally accepted 
restoration; and he naturally draws conclusions different from mine. 

8° Inscribed on the same stone, another letter of L. Mummius would in effect have 
been directed to the appeal of the Technitai of the Isthmos and Nemea (TE 34). 
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appearance of Kraton’s name. Even though the exact length of the 
lacuna is not known, one can imagine some such restoration as 
this: immediately after the full naming formula of the Anatolian 
Association there appeared the greeting formula, chairein; after this 
a new phrase began, making reference (for example) to the ambas- 
sadors who, under the leadership of Kraton, had come to air their 
grievances on behalf of the Technitai (of ov Kpatwu mpeoBevtai, 
or better of odv Kpadtwu amooradévtes tap buadv mpecBevtai, vel 
simile), in keeping with the formulae frequently used in correspond- 
ence between cities and Roman magistrates.*” 

This is why it seems preferable to me not to have recourse to the 
letter attributed to L. Mummius in discussion of the identity of 
the members of the Koinon of Attalists. That does not prevent us 
from supposing that Kraton was able to choose his own people (all or 
in part), from among the Technitai, for the simple reason that this 
was the environment most familiar to him.** But he could as readily 
have drawn them from among the citizens of Teos,” or among the 
acquaintances he had made in the course of his career as a travelling 
musician.” 

The final example to date of an Association connected to the figure 
of Kraton is provided by a decree that the Association of the Isthmia 
and Nemea passed in his honour. Unfortunately the only part that 
remains of this is the header, which is, moreover, drafted in an 
abbreviated form (TE 33). 

As a result we do not know when or how Kraton came into con- 
tact with his members. One thing is certain: he met them on more 
than one occasion. The text declares, in accordance with the usual 
structure and phraseology of honorific decrees, that the aulos-player, 
currently being rewarded, had earlier already (1. 2 mpérepov) given 
clear proof of his good-will towards the Technitai of the Isthmos and 
Nemea, in both his private and public capacity (1. 3). 

The first hypothesis that comes to mind is that they got to know 


*” See for example the texts collected by Sherk (1967). 
Here I return to the interpretation of Woérrle, but by a different route. 

* See I.3 n. 60 above. 

°° This is why I find it difficult to write, following Worrle (2002: 201), that the two 
koina (Technitai of Anatolia and Attalists) were devoted to serve the interests of the 
Technitai. 
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one another when they took part in the same sacred contests, 
the celebration of such agones that were the principal concern of the 
Associations of Dionysiac artists. It remains to determine the place in 
which they practised their shared profession. 

If Asia Minor or Aegean islands such as those of the Dodecannese 
are not to be excluded a priori,” one might prefer a site in mainland 
Greece, in particular Boeotia and Phokis, which were the cradle of 
the great panhellenic competitions. In fact in another decree (TE 45, 
Il. 18-20), we find it recorded that the privileges granted to the 
Technitai (with no distinction among the various Associations) 
allowed them to participate above all ‘in the contests in honour of 
Apollo Pythios, the Heliconian Muses and Dionysos at Delphi during 
the Pythia and Soteria; at Thespiai during the Mouseia; and at Thebes 
during the Agrionia’. Various agonistic lists confirm the presence at 
such performances of specialists drawn from the entire Greek world.” 

In addition, the letter written by L. Mummius to the Technitai of 
Asia Minor that mentions Kraton (TE 51) was found at Thebes in 
Boeotia, engraved on the same stone as another letter which was very 
probably drafted for the attention of the Technitai of the Isthmos and 
Nemea (TE 34). This report authorises the following proposition: 
on the occasion of a contest held in the city or region,” Kraton was 


°! For the list of contests attested in the Hellenistic period see most recently, 
with reference to earlier bibliography, Vial (2003) 311-28. The only certainty is that 
Kraton went to Delos, where a statue was erected in his honour, to be crcowned—as 
the text puts it (TE 45, 1. 30)—‘there too by the Technita?, although the identity of 
this last group cannot be specified. 

* Tt is true that while the lists of competitors which we have for these contests 
record artists from the Peloponnese and mainland Greece, as well as artists of 
Anatolian origins, they never mention that these same artists belonged to such an 
Association of Technitai, and as a consequence we do not know whether they com- 
peted or not in their capacity as Technitai dispatched by their organisation. Cf. Sifakis 
(1967) 148-71; Mette (1977) 44-71; Le Guen (2001a) 1.31-2, 1.166-7, 1.173, I1.42-6; 
Le Guen (2004) 77-106. 

* Tt is perhaps not necessary to assume the existence of a contest at which 
L. Mummius made known his intentions to the Technitai of mainland Greece and 
Asia Minor. The place where the stone was found might have been the central site of 
publication or archive of the confederation of the Isthmos and Nemea. The fact that 
the letter addressed to the Anatolian Technitai had been engraved on the same stone 
shows that Thebes was at the centre of the common concerns of the Technitai of the 
Isthmos and Nemea and those of Anatolia, since the city was at the heart of an 
intense artistic life. 
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to speak, before the Roman general, for the cause not only of the 
Technitai of the Anatolian Association (which had mandated him to 
do so, if the restoration I have proposed for TE 51 is correct), but 
also that of his colleagues, members of other Associations,”* gathered 
during the great contests of mainland Greece. He would have 
claimed for all the Artists the right to come to compete in the same 
places and with the same advantages as in the past. It is for an 
intervention of this kind that he could have been thanked by the 
Association of the Isthmos and Nemea. 


II.2. Kraton: a Technites with multiple responsibilities 
and a benefactor handsomely rewarded 


Let us now try to specify the position and the role held by Kraton in 
the various Associations which have been mentioned in turn. 

Among the achievements of the musician, he evidently at first 
assumed a certain number of responsibilities in the Anatolian 
Associations that may be summarised thus: he held the highest 
magistracies attested in the religious associations;” then he was 
priest—twice—in the Association that united the Technitai of Teos 
and Pergamon (TE 44, ll. 6-7; TE 45, ll. 14, 32); and he also dis- 
charged, until his death, the priesthood of the Koinon of the Attalists 
which he had founded (TE 52, Il. 1-2). He was also agonothete on 
two occasions in the Association of the Technitai of Asia Minor 
(TE 44, 1. 10; TE 45, ll. 7, 9). This was an office distinct from but close 
to that of hiereus, the two magistracies being both concerned with 
the religious activities of the Association. It is also possible that 
Kraton led an embassy to L. Mummius in the second half of the 
second century (TE 51, |. 13; see above). 

In addition to his exercise of these functions—testimony to his 
sense of his responsibilities,” to his profound commitment to the life 


** Tt is not impossible that L. Mummius had addressed a third letter to the Koinon 
of the Technitai of Athens, also very much concerned by the contests of Boeotia and 
Phokis. 

°° See Poland (1909) 337-43; Le Guen (2001a) II.65—6; Aneziri (2003) 127-33. 

°° His kalokagathia is referred to in TE 45, |. 14. 
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of the Associations, and further (as the texts vie with one another in 
detailing) to his great piety (TE 44, Il. 6-7; TE 45, Il. 14, 32) —Kraton 
was a benefactor of the first rank;”? so much so that the label of 
“‘euergetes becomes his habitual epithet, at first accompanying and 
eventually replacing that of auletes.”* 

It was principally in the exercise of his duties—to which he 
owed the most distinguished titles of the day, those of priest and 
agonothete” —but equally outside the context of the Associations,'” 
that he never ceased to render service,'*' to demonstrate a gen- 
erosity'” that was, on several occasions, modestly evoked under the 
ordinary term of benevolence (eunoia),'° and sometimes more 
explicitly stated,“ and to respond assiduously to requests put to him 
by individuals or groups.'” 

Kraton’s exemplary behaviour in relation to the Associations of 
which he was (with the exception of the Koinon of Technitai of the 
Isthmos and Nemea) an essential member, if not the guiding force, 
secured him every kind of reward. They were moreover the markers 
of his unrivalled status. 

Celebrated, like so many other benefactors, by commemorative 
inscriptions and decrees inscribed on stelai erected in the most 


*”” Kraton is designated euergetes in TE 45, ll. 3, 23, 34; TE 48, Il. 3, 7. 

*’ In the decree drafted by the Attalists in (posthumous) honour of Kraton 
(TE 52), they do not mention his profession. Even if it might be claimed that such 
precision is not absolutely required by the purpose of the document, its absence is 
surprising all the same, especially if the Attalists were (all or in part) Technitai. 

° TE 44,1. 11: ateiuvnoro. See also TE 45, ll. 9-10. 

© Deduced from the funerary crown (TE 50) and the other links between Kraton 
and the city of Teos revealed by the homage rendered to his statue in the theatre 
during festivals of the civic community (TE 45, ll. 28-9). 

101 See TE 44, ll. 3-4: A€éywv Kal TpatTwv alel TA cuppépovta; TE 48, |. 4: trav Kow7e 
ovpdhepovtwyr; TE 48, l. 6: zpattwv ra cupdépovra; in TE 33, ll. 2-3, Kraton is also a 
benefactor on an international scale, as he gives the Koinon of the Isthmos and 
Nemea zoAXds Kat peyadas ( A .) xpeias kat idiav... Kal KoWwm?L. 

12 TE 44, L. 9: ode Samdvas obre pirotysias obfev édreimwv. See also TE 45, Il. 14-15; 
TE 48, 1.5; TE 52,1. 8 (the philotimia of Kraton). In TE 52, ll. 13-14 we read: raiv tSiwv 
emrid.dovs Kal xopnyav duaTéAet. 

103 TE 44, 1. 2: e®vous dv dSiaTéAev. For the eunoia of Kraton, see TE 44, ll. 20, 30; 
TE 45, Il. 3, 24-5; TE 48, 1. 5; TE 52, Il. 5, 11, 19-20. For his arete see TE 44, Il. 19, 30; 
TE 45, Il. 3, 24. 

104 TE 44, Il. 9, 12; TE 45, Il. 9-10; TE 48, 1. 5; TE 52, Il. 7-8, 13-15. 

TE 45, L. 15; TE 48, ll. 4, 6, 8; TE 52, Il. 5-6. 
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visible sites (TE 33, TE 44, Il. 25-7, 27-9; TE 45, II.35-6; TE 48, 
TE 52), he also obtained numerous crowns that were drafted with 
a remarkable inventiveness.’ The crown that the Koinon of synag- 
onists awarded him for life (TE 44, Il. 15-17) must have in effect been 
proclaimed by the archons successively in charge in two different 
places, indicative of his double religious and professional status: on 
the one hand, the banquet at which the members of the college 
gathered; and on the other, the theatre.” The crowns further con- 
ferred on Kraton for life by the Anatolian Association must have 
been proclaimed in the same places, and at highly symbolic dates. 
One of these award ceremonies was planned for the day of the 
general gathering of the Association, after the award, in the theatre, 
of crowns thanking benefactor cities;'* the other, the ‘day of King 
Eumenes’, on two successive occasions: after the passage of the 
procession, during the crownings and during the potos (drinking) of 
the banquet, once the libations had been offered.'” 

Among the other awards conferred upon the aulos-player should 
be mentioned that of a painted portrait on the part of the Koinon of 
synagonists (TE 44, ll. 27-8); and a public eulogy (TE 48, |. 7) and 
several honorific statues (TE 45, ll. 26-31) from the Anatolian 
Association. One of these was to be erected in a location chosen by 
Kraton himself, the other on Delos, so that those Technitai present 
might crown it (this in no way implies the existence of an Associ- 
ation on the island).''® As for the third, it was to be placed in the 
theatre of Teos and crowned by the agonothete of the Association on 


106 This same inventiveness is found in the honours conferred by civic com- 
munities. See Le Guen (2001a) 1.252 n. 730. 

107 Likewise, it was the archons who, in the Anatolian Association, performed this 
task on the ‘day of king Eumenes’ during the banquet of the Association (TE 48, 
lL. 12); at this date the proclamation made in the theatre fell to the agonothete 
and priest of king Euemenes (TE 48, ll. 9-10), while later this was the responsibility of 
the agonothete of the Koinon, on the occasion of the panegyris it organised (TE 45, 
Il. 25-6). Pace Worrle (2002: 199 n. 21), when I wrote of ‘a banquet bringing the 
archons together’ (Le Guen 2001a: 1.253), this was in the context of a broader discus- 
sion which he does not cite. I was simply establishing a parallel with civic practice, 
without implying that I believed that only the archons were present at this communal 
meal. 

"08 TE 45, Il. 23-4. TE 48, ll. 9-12. 

"N° Le Guen (2001a) 1.260 and n. 756; Le Guen (2001b) 288-96; Aneziri (2003) 
86-7. 
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the occasion of its annual general gathering, and during the celebra- 
tion by the Teans of the Dionysia, or any other contest. It was beside 
this same statue that the Technitai later decided, as an addition to 
the pre-existing honours (TE 48, |. 9: tais wpoumapyovoats Tywats), to 
have a tripod and thymiasterion (censer) installed, with instructions 
to the agonothete and priest of king Eumenes officiating in the 
Association (TE 48, ll. 13-15) to burn incense during the festivities 
given for Eumenes II.'"! 

This ritual is fairly well attested in the context of the practices 
of families and associations: the Technitai of Athens had likewise 
decreed, shortly before 130 Bc, that the censer be used for the cult 
statue (agalma) of the sovereign Ariarathes V of Cappadocia (TE 5, 
|. 37). Similarly, in the regulation of Diomedon, which stipulates the 
crowning of statues of his ancestors, we find a reference to three 
gilded bronze censers.''” And according to Cicero ( Verr. 4.46—7), every 
family in Sicily needed to possess, for the purposes of its cult 
practices, a phiale, a plate, and a censer—items that are moreover 
found on the inventories of cult sites and in the excavations of 
numerous sanctuaries. 

Even though in the case of Kraton the statue for which the censer 
is to be used is described as an andrias (as is usual for honorific 
statues) and not an agalma (used only of cult statues),''’ the similar- 
ities that develop between their practices show the extent to which 
the boundary between honorific privileges and cult honours became 
blurred. While he was still alive, Kraton’s contemporaries saw him as 
an exceptional man, of a status close to that of the gods, heroes, or 
the dead, for whom large quantities of incense and other perfumes 
were burnt. 

It is only with his death, however, that we see him receive the 
supreme honour of a cult—an honour also conferred on a number 
of great benefactors (euergetai) of the late Hellenistic period.''* The 
formal evidence for this is the inauguration by the Koinon of Attalists 


"1 The text refers to processions (zopais) and to @éars, on which see Le Guen 
(2001a) 1.253 and Aneziri (2003) 107 n. 480. 

"2" LSCG 177A, ll. 118, 153. 

"3 On the distinction andrias/agalma see most recently Briant (1998) 216-20, 
citing earlier bibliography. 

"4 See Gauthier (1985) 53-66. 
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of festival days named after him, in keeping with a practice current in 
religious corporations (TE 52, ll. 35-6).'"° 


III. KRATON AND ATTALID POWER 


If he had simply been a benefactor, Kraton would be a figure of real 
interest for the historian for the way he enriches our already plentiful 
dossier of evidence about the great family of benefactors. But his 
value is much greater than that. For he illuminates not only the role 
played by the Associations of Technitai in the practice and diffusion 
of royal cults,''® but also the manner in which sovereigns conducted 
themselves in the face of the artists and their own realms. 


III.1. Kraton, the Associations of Technitai, 
and the royal cult of the Attalids 


From the very first references to the aulos-player in our sources we 
see him, in his capacity as a priest of the Association of Asia Minor, 
demonstrating great piety towards the protective divinities of the 
arts.''’ That devotion is only matched by the fervour he displays 
towards the reigning monarch, Eumenes II, his family, and the entire 
dynasty of the Attalids (TE 44, ll. 6-7; TE 45, Il. 12-13).'’* It emerges 
clearly from the decree awarding him the opportunity to choose the 
site of one of the statues that had been voted to him. The text in fact 


"5 See Poland (1909) 250-1, 523. 

"6 See Le Guen (2001a) II.29-31, 88-90; Le Guen (2003) 353-5. Worrle (2002: 
198) concurs with my own analysis when he speaks of the ‘protectorate of Eumenes 
IP over the Anatolian Association. 

'” Tn TE 45, Il. 11-12, Dionysos, the Muses, and Pythian Apollo are explicitly 
mentioned. 

"8 The text names the queens, namely Apollonis, widow of Attalos I, and 
Stratonike, wife of Eumenes, as well as the brothers of king Eumenes, i.e. Attalos II, 
Philetairos, and Athenaios. The adverb ociws, which was suitable for gods and kings 
(whose cult is no longer attested) is replaced respectively by the substantives eusebeia 
(for gods), philotimia (for kings) and eunoia (for members of the royal family as well 
as those of the Association). 
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specifies the reason: it was necessary that there ‘be a permanent 
record of his philodoxia in his dealings with kings and queens, and of 
his good will (eunoia) toward the brothers of king Eumenes and the 
Association of Dionysiac Artists’ (TE 45, ll. 31-4). 

But the best evidence for the excellent relationship between the 
Artists and the Attalids is the cult set up by the Anatolian Koinon 
while king Eumenes was alive, and that continued after his death,"”” — 
though we cannot always assess their degree of spontaneity.'” A special 
priest (not the priest of Dionysos) had responsibility for it and at the 
same time held office as agonothete. It follows that the celebration 
of the Attalid sovereign brought with it the management of one (or 
more) competitions.’ 

Among the other elements of the cult was a ‘day of the king’,'” 
with a procession, proclamation of honorific crowns, and various 
spectacles: it has been observed that on this very day, each year, 
the priest and agonothete of the sovereign had to announce one 
of the crowns awarded to Kraton in the theatre and go on to honour 
the statue with incense. The close relationship between the musician 
and the representative of the Attalid dynasty could not be more 
neatly expressed, nor in a more official manner. 

In the history of the (increasingly strong) ties which bound the 
Technitai, and Kraton in particular, with Pergamene power, the 
creation of the Koinon of Attalists appears as the final culmination. 
A study of the single decree that we possess from this Association 


" In TE 49, |. 3 it is a question of a priest of the god Eumenes, no longer a priest 
of the king, as in TE 48, lL. 1. 

° The expressions habitually used in the documents (which are our only sources) 
do not allow us to decide. We are equally ignorant of the degree of religious fervour 
in the founding of the civic cults in honour of Hellenistic monarchs. 

"1 We have a fragment of a catalogue that documents a contest organised in 
honour of a sovereign by the name of Attalos (LB—W 93). Perhaps it formed part of a 
cult created by the Dionysiac Artists on the model of that established in honour of 
Eumenes II. The header of this text is similar to that in TE 48 and TE 49. 

2 Worrle (2002: 199 and n. 20) says that ‘the day of the king’ Eumenes has 
nothing to do with the birthday of the sovereign, as I claimed. Once again he does not 
cite my argument in its entirety, nor with its various qualifications. Cf. Le Guen 
(2001a) 1.252 n. 731, where the assimilation of the day of the king with his birthday 
in fact rests on the analysis of Robert (1937: 31 and n. 1; 1926: 499), and where the 
reference to Habicht (1970: 148, nn. 41-2), then to Gauthier (1989: 65-7) serves to 
document birthday festivals. 
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informs us that its president and life-long priest —Kraton—had been 
charged by the monarchy with the duty of conveying to him the gifts 
that were owed to him. It also tells us of the significant choice that 
the musician had made to entrust his will to a sovereign of Pergamon 
(TE 52). 

Unlike the Technitai who were grouped in Associations under the 
aegis of Dionysos, and who worshipped—in addition to their 
favoured god—the traditional divinities of the Greek world, along 
with the most recent creations of the Hellenistic period, such as the 
kings, the Attalists—under the leadership of an especially valued 
musician and the artistic colleagues of his age and of the ruling 
dynasty—formed an Association entirely devoted to the glorification 
of the Pergamene monarchy. 

Even though the precise nature of the cult practised by this Koinon 
escapes us, it nevertheless appears to have had a Dionysiac character. 
Included on the inventory of goods bequeathed by Kraton to the 
Attalists are two tripods, alongside couches, blankets, cushions, and 
other items essential for the gatherings and banquets of any religious 
association.'* These are, of course, emblematic items of the cult of 
Dionysos. And they would take on a special significance if they had 
been taken to the site of the building cut into an alcove at Pergamon 
(or, in my opinion, the temenos of the Attalists), whose rocky walls 
have, it seems, revealed the existence of Dionysiac practices—and 
even of mysteries, according to Radt’s hypothesis.’ 

Thus the Koinon of Attalists may be seen as one of those numerous 
religious associations of the Hellenistic period known for having 


© CIG 3071, with the new readings of Rigsby (1996b) 137-9. 

4 See Radt (1999) 223. However, such practices did not ipso facto make Technitai 
of the Attalists. It should be remembered that this arrangement (of a piece with the 
rocky walls) led Schwarzer (2002: 224-5) to make of the place the headquarters of 
the Technitai of Dionysos Kathegemon, in whose civic (or state) cult mysteries are 
indeed attested. However there is no cause to believe that the Pergamene branch of 
the Technitai of Asia Minor worshipped the god of the great theatre in the capital 
under a mystic form. As Robert (1984b: 495ff. n. 41; 1937: 25ff.) explained long 
ago, under the epithet of Kathegemon (referring to his role as leader or guide of the 
‘Bacchic troupe’), Dionysos is above all ‘the god of the theatre and of literature, 
the god of festivals, favoured by the monarchy’. However that may be, we can see 
how dangerous it is to differentiate on the basis of archaeological evidence alone 
the Technitai of Ionia and the Hellespont, Technitai of Dionysos Kathegemon, and 
Attalists, whose activities had certain elements in common but differences also. 
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venerated the Attalids, at Pergamon and throughout the kingdom, 
through rituals borrowed from the cult of Dionysos and his teletai.'* 
In their own way the Attalists would have played their part in 
highlighting the Dionysiac element in the ideology of the monarchy, 
such as we find revealed with some skill in an epigram dated to 
the very end of the third century pc. Engraved—at the behest of 
Dionysodoros, son of Deinokrates, from Sikyon—on the base of a 
statue of a satyr, it associates in the same praise the sovereign Attalos 


I and the god Dionysos, qualified in this case as the son of Thyone.'”° 


Il.2. The Technitai, the Attalists, and royal ‘Dionysism’: 
Kraton in the title-role 


While the ‘Dionysism’ of the Hellenistic monarchies has been much 
studied, the role of the theatre—understood as the site where the 
political, religious, and artistic practices of the era converge—has not 
been sufficiently emphasised.'” And yet that role was significant in a 
context in which theatrical buildings continued to be built and the 
number of new Dionysia and other festivals with both theatrical and 
musical events on their programmes multiplied. 

In order to appear as ‘new Dionysoses’— whether overtly or not 
it was not enough for sovereigns, of whichever kingdom, to secure 
for their populations safety, peace, and above all prosperity, nor to 
secure the basis of their power through victory, in the image of the 
civilising god par excellence, Dionysos. In keeping with mythological 
tradition, he should have returned victorious from campaigning in 


128 


See Musti (1986) 122; Burkert (1993) 261, 264-8; and Miiller (1989) 547, for 
whom the Bacchants ‘of the euastic god’ (rod eddo7ov Oeod) who, around the 
middle of the second century, honour the dead king Eumenes II, should be wor- 
shippers not of some mystic Dionysos, but of Dionysos Kathegemon, who we know 
was closely tied to the Attalid monarchy. 

6 Miiller (1989) 547. 

"7 This has been emphasised as far as the Lagids is concerned, especially by 
Dunand (1986: 85-103), but less in relation to the Attalids, where the principal 
interest has been in the cult of Dionysos Kathegemon: e.g. Musti (1986) 111-28. See 
Le Guen (2001a) II.90—-3 and Le Guen (2003) 353-5. 

8 Tn this respect the Lagids and Attalids behaved somewhat differently, though 
their common imitation of Dionysos was based on the rivalry between the con- 
temporary monarchies. 
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India, and dispensed great promises of happiness both in this world 
and beyond the grave.'” 

It was not enough either for sovereigns to venerate an Alexander 
who had, very early on, been assimilated to the god Dionysos (to a 
large extent as a result of Lagid propaganda) and then to have them- 
selves represented with Dionysiac traits in both sculpture and on the 
coins that circulated in their kingdoms and sometimes much further 
beyond their frontiers. Nor was it enough to encourage—in some 
cases while fully controlling—the development of the cult of 
Dionysos: thus the Lagids in Egypt and the Attalid kings at 
Pergamon, who from the closing years of the third century promoted 
the god under the specific epithet of Kathegemon;'*’ nor to support 
the formation of Associations of a Dionysiac or mystic character, 
intended to honour themselves at the same time—as I believe was 
the case with the Koinon of Attalists.’* 

They also needed to reinforce the position of the theatre in their 
territories. Mithridates made the theatre—at Pergamon itself, and 
certainly in the tradition of Attalids—the site of his crowning by a 
Victory.’ To this end rulers allied themselves with the leaders in 
the field of the activities that took place on the stages of the Greek 
and Hellenised worlds—that is to say, the Dionysiac Technitai. In the 
course of his conquests, Alexander had already organised numerous 
festivals and contests for which he arranged the appearance of 
artists from the entire oikoumene, with the double purpose of cele- 
brating his great military deeds and exalting his conception of power, 
in showing that, like Dionysos, he provided unrivalled wealth and 
victory.'* 


2° His numerous epithets testify to the many spheres of his influence: for instance, 
he is successively or at the same time the god of wine, god of new vegetal growth, god 
of the theatre, god of mysteries (Lévéque and Séchan 1990: 401). 

* On the meaning of the cult of Dionysos Kathegemon at Pergamon and under 
the Attalids, see e.g. Ohlemutz (1940: 90-122); and Miiller (1989: 539-53), who, 
following Robert, notes that the god, as he was venerated at Pergamon through the 
intermediary of a priest appointed for life by the sovereigns, did not serve in the role 
of ‘progenitor’ (‘Stammvater’) of the Attalids, as von Prott had proposed. 

8! Miller (1999) 540-50; Schwarzer (2002) 235; Miiller and Worrle (2002) 
191-233. 

Plu. Sull. 11.1-2. See Chaniotis in this volume. 

® See e.g. Plu. Alex. 4, 11; 29.1-3; Ath. 12.538c; Arr. An. 2.1, 4. 
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The successors of the Macedonian conqueror followed the path 
that he had opened up for them: by supporting cultural life and 
providing artists with the financial means necessary to the exercise of 
their profession, they offered them their ‘benevolent protection’, 
when they did not put them formally under their control. 

In Egypt the official names of the Associations of Ptolemais and of 
Cyprus’ show that the Lagids patronised the Technitai and, on the 
island, the loyalty of the people of the royal court was indicated by 
the reference in the list of their court titles to their membership in 
the branch of the Association that was based there.'* 

As for the Seleucids, even if their relations with the Technitai 
are hardly documented (which is curious, given the extent of their 
kingdom), we do know that at the end of the third century, one of 
their number, Antiochos III, took steps at Teos ‘to be pleasing to the 
people and to the Association of Dionysiac Technita? established in 
the city (TE 42, B, ll. 16-17). In return for this the Teans set up a civic 
cult of the king and queen, in which the Technitai specifically took 
part. 

As far as the Attalids are concerned, I have already drawn attention 
to just how close their relations with the Technitai were and shown 
the particular involvement of Kraton in this respect. Let us also 
remember that the union of the two branches of Technitai attested in 
Anatolia (those of Ionia and the Hellespont, based at Teos, and those 
placed under the patronage of Dionysos Kathegemon at Pergamon) 
should in all likelihood be ascribed to their actions—that is to say, 
to their powers of persuasion or of intimidation (expressed under 
the rubric of eunoia). As much is shown by the official name used in 
the epigraphic dossier from the 180s. 

The Attalid kings at Teos and Pergamon thus made use of artists 
who were ready, as members of Associations under the aegis of 
Dionysos, to serve and to propagate the ideal of a tryphe (luxurious- 
ness) embodied by the god and dear to the monarchy. In Kraton they 
had the perfect man to accomplish this task, for he was the most 


"* The documents refer to the Associations of Technitai under the patronage of 
Dionysos and the Brother Gods (TE 60, Il. 1-2; TE 61, ll. 1-2); and then Epiphanes 
(TE 62, ll. 3-4; TE 69, ll. 4-5; TE 70, Il. 2-3). 

> See e.g. TE 67, TE 68, TE 69. 
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Dionysiac of the artists. Not only, as an aulos-player, did he of all 
musicians embody one of those closest to Dionysos,'** but he was in 
addition the representative of all the god’s skills that the Attalids 
were concerned to be seen to recognise in equal measure. 

In his capacity as a member of the Association of the Technitai of 
Asia Minor, he exercised the high offices of priest and agonothete 
and competed in the theatre for victory. As founder of the Koinon of 
Attalists, whose Dionysiac practices perhaps also had a mystic 
dimension, he played his part in validating and diffusing the images 
of saviours which the sovereigns wanted to project of themselves: the 
epithet of Soteres associated with their names is clear evidence of this, 
as is the specific form that they had given to the cult of Dionysos 
Kathegemon. We know that it included mysteries at Pergamon, and 
that the priest in charge of them was elected for life by the sovereigns 
and chosen from the entourage of those closest to the royal 
family.'”’ 

In addition to glory, wealth, and victories, it was pleasure and 
happiness that Dionysos offered in the theatre; while in his mysteries 
he brought an answer to the soteriological concerns of his followers. 
In this his course was no different from that followed by the 
Hellenistic kings and, more especially, by the monarchs of the Attalid 
dynasty. 

Through the intervention of the Dionysiac Technitai, and with 
the exemplary participation of the aulos-player Kraton, son of 
Zotichos—also president-founder of the Koinon of Attalists—the 
sovereigns of Pergamon had no need to appropriate the actual title, 
in order to impose themselves, with the greatest subtlety, as “New 
Dionysoses’. 


Translated by Peter Wilson 


8° While the kithara was associated with Apollo, the aulos was very closely linked 
to the god Dionysos, even if its use was not restricted to his cult. 
"7 RC 65, 66, 67. 
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Theoria and Theatre at Samothrace: 
The Dardanos by Dymas of Iasos* 


Ian Rutherford 


I. THE DATA 


Around 200 Bc, the island state of Samothrace, at this time a popular 
sanctuary for cities in the North and East Aegean,’ passed two 
decrees in honour of a certain Dymas, son of Antipatros, a poet of 
tragedies whose home was Iasos in Karia.’ In the first decree, passed 
when Sosiphanes was basileus (‘king’ or chief magistrate), Dymas is 
granted a golden crown, and citizenship of Samothrace. The second, 
passed when Theoteles was basileus, awards Dymas, now a citizen, 
another golden crown, and goes into detail about the nature of his 
accomplishments: 


... (he) has always proved his own nature and composed an account (prag- 
mateia) of the doings of Dardanos in the form of a drama—the greatest 
memorials... .° 


* Thanks to Angelos Chaniotis, John Ma and Lucia Prauscello. 

' Cole (1984). 

* [.lasos 153; see appendix. The name Dymas has only one parallel in the region: 
the father of an envoy in a third-century inscription from Karian Theagela: Robert 
(1936) n. 54, 29. In mythical—poetical tradition one Dymas was the eponym of the 
Dorian tribe of the Dumaines (cf. the tradition of the foundation of Iasos from 
Argos), and another was the father of Hekabe. 

* Lines 19-20. The Greek here is tricky. I take it that the ‘memorials’ are (a) the 
proving of his nature and (b) composing the account of the doings of Dardanos, 
these being distinct. 
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Both decrees conclude with instructions that a proclamation is 
to be made at the Samothracian Dionysia and the text put up in 
the temple of Athene. The second contains in addition the instruc- 
tion that copies of both decrees are to be given to the next theoroi 
(sacred ambassadors) who arrive from Iasos for proclamation at 
the Dionysia there; matching Dionysias, mediated by interstate 
theoria. 

About the content of the drama we have to guess. Dardanos was 
an important hero, founder of the royal family of Troy. Recent 
excavations at the West Sanctuary of Ilion have revealed a series of 
clay plaques depicting a rider from the Hellenistic and Roman 
period, which may be evidence for a hero cult of Dardanos, possibly 
connected with a hypothetical mystery cult there.* But he had been 
born on Samothrace, son of Zeus and the Pleiad Elektra. He had two 
siblings: a brother, Aetion or Iasion, who stayed in Samothrace, and 
founded the local mysteries, and became the lover of Demeter, and a 
sister Harmonia, at least in some versions, who of course married 
Kadmos (providing a link to the Theban Kabeirion?). The praxeis of 
Dardanos will presumably have included how he left Samothrace and 
brought certain sacred items to the Troad, where he founded Troy. 
He also founded the city of Dardanos in the northern Troad, so we 
would expect that to have been included as well. 

Dymas was not the only poet that Samothrace honoured.’ 
A decree from Priene, dated around 100 sc, reproduces a Samo- 
thracian decree honouring Herodes, son of Poseidonios from Priene 
who wrote an epic poem for the sanctuary, concerned with 
Dardanos, Aetion (i.e. Iasion), Kadmos, and Harmonia.° The chances 
are that Dymas’ poem covered much the same ground. 

Dymas’ hometown of Iasos had an ancient and turbulent history, 
stretching back at least to the late Myceneaen period, archaeological 


* Lawall (2003) 97-9, referring to Rose (1998) 88. 

> Another possible case: Hegemon from Alexandra Troas (third century Bc?) com- 
posed a poetic work called Ta Dardanika: Ael. NA 8.11 (SH 462). Cameron (1995) 
66 and 212 claims that Kallimachos of Cyrene may have performed the poem 
from which comes fr. 115 (Aet. 3) on Samothrace as well, but the reconstruction of 
Massimilla (1993) calls into question a direct connection between this fragment and 
Samothrace. 

° [.Priene 68; 69 is the reply of the Prienians; 70 is another decree relating to 
Samothrace. For the text, see Merkelbach (1995). 
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remains from which period seem at least roughly consistent with the 
tradition that it was founded from Argos.’ By the period our records 
become informative, Hellenisation, both on the level of religion and 
that of language, is almost complete.* In the Hellenistic period it 
changed hands several times. It was under Ptolemaic control early 
in the third century Bc, passing (perhaps after a period of inde- 
pendence) to the Macedonians in 227 Bc, before being handed over 
to the Seleukids in 197 Bc, and then finally liberated, thanks to 
Roman intervention a few years later.’ 

Iasos had been a home to Greek poetry since at least the fourth 
century Bc when Khoirilos of Iasos wrote an epic about the exploits 
of Alexander the Great. While he could not claim that he lacked 
material, he seems to have lacked skill, at least according to the 
judgment of posterity: Horace said of him that he was bad in 
the special way that his one or two good lines caused laughter and 
surprise.'° An even later source tells us that Alexander himself is 
supposed to have said: ‘I'd rather be a Thersites in a poem of Homer 
than an Achilles in a poem of Khoirilos.’"’ By the early second cen- 
tury Bc, if not before, a system of khoregia had become established 
at Iasos to bankroll performances of tragedy and comedy.” In a 
khoregic list from the early 190s, Dymas is one of three people who 
funded a performance by a komoidos (comic actor). So in the literary 
economy of Hellenistic Iasos he occupies a double role, both a poet 
and a financier.'’ If Dymas was a poet of tragedies, it seems possible, 
at least, that they were performed in Iasos. The khoregic lists are 
evidence that there were performances there, and they occasionally 
mention tragoidoi.’* All things being equal, Dymas need not have 


” See Biraschi (1999). 

* Religion: Laumonier (1958) 591-9; language: Bliimel (1994). 

° On the history see Ma (1999); Mastrocinque (1979). 

© Hor. Ars P. 357. 

"' Porph. on Hor. Epist. 2.1.232. 

' [.lasos 160 = Csapo and Slater (1995) 171, 205-6. On the khoregic lists see 
Migeotte (1993); Crowther (1995b); Delrieux (1996) and Crowther in this volume. 

"8 [Iasos 160 = Csapo and Slater (1995) 171. 

'* A Herakleides in I.Iasos 166; and Lykophron in I.Iasos 167. We also know that 
the Tekhnitai sent artists to Iasos. See I. Jasos 151 = Le Guen (2001a) TE 53. 
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been the only Iasian tragic poet; there could have been a whole Iasian 
school. 


Il. THEORIA FROM IASOS TO SAMOTHRACE 


The Samothracian decree talks about theoroi from Iasos to Samoth- 
race who are to take the decree back. There is other evidence for 
Iasian theoria to Samothrace as well: another decree honours two 
Iasian theoroi, Gryllos and Euktos, probably dating from about 240 
Bc.’° And among the large number of theoroi visiting from various 
places whom Samothrace designated as proxenoi as a reward for the 
service we find two Iasians, Antileon and Billaros.’® That is probably 
just the tip of the iceberg, and theoroi most likely went from Iasos to 
Samothrace more or less every year, probably to attend the festival 
there, though we are not told when that was. In fact, there is more 
evidence for Iasian theoria to Samothrace than for Jasian theoria 
anywhere else.'” 

This was not just a religious enterprise, and it must have had politi- 
cal significance as well. These were turbulent times in southeast Asia 
Minor. In 197 Bc, or soon afterwards, Iasos passes from the control of 
the Macedonians under Philip V to the Seleukids under Antiokhos 
III and Laodike, and then it seems to have been liberated by Rome in 
190 Bc. There were similar changes at Samothrace.'* But as Susan 
Cole says, the significance of Samothrace was probably communal:”” 


Samothrace, as neutral territory where theoroi of the Aegean area met to 
worship together, may have enjoyed special recognition by all of the three 
major Hellenistic dynasties because of their common Macedonian past. 


And I would add that this common Macedonian heritage may have 
implicitly or explicitly been perceived as different from, or even in 


'S Habicht (1994), a re-edition of I. asos 160. 

'© IG XII 8, 170e.70—1. The name Billaros also in I. Iasos 265, 4. 

Other Iasian theoriai: in 182 Bc they recognised a decree reorganising the 
Nikephoria at Pergamon: I.Jasos 6 (Robert 1930: 338-40); and they made dedications 
at Didyma: I.Didyma 32.6 etc. 

'8 Ma (2000) 247, 335. 

Cole (1984) 24. 
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opposition to, the heritage of mainland Greece. That point comes 
out from the theoriai lists, which show that theoriai to Samothrace 
come more or less exclusively from Thrace and Asia Minor, rarely 
from the mainland.” 

A further possibility is that the increasing influence of Rome 
was beginning to change the significance of Samothrace in this 
period. For diplomatic purposes Romans had probably allowed 
themselves to be represented as the heirs of the Trojans since the late 
fourth century Bc, and this tendency became even more marked 
when Rome became involved in the Aegean around 200 sc.”’ Roman 
contact with Samothrace may have started as early as dedications 
there by Marcellus in 212 Bc, and later on Samothrace came to be 
important in Roman ideology because of the notional origin there of 
the Penates, believed to have been the very sacred objects that 
Dardanos brought from Samothrace to Troy. A relation of syngeneia 
between the cities of the Troad and Rome is already explicit in 
the appeal of Lampsakos to Rome in 197-196 Bc, and it would 
not be surprising if the idea of Samothracian origins was part of 
this. It is conceivable, then, though impossible to prove, that 
theoria to Samothrace in this period could have been a gesture of 
loyalty to Roman traditions, especially after the liberation of Iasos in 
190 Bc.” 

One particular aspect of poetry composed in the context of theoria 
deserves to be mentioned: a tendency to try to establish links, mytho- 
logical or ritual, between the sanctuary and the home-city of the 
poet or the performers.” We see this tendency already in the choral 
lyric of the fifth century, and there may be signs of it here as well. 
Herodes’ poem may also, conceivably, have developed mythological 
links between Samothrace and Priene, since, as Louis Robert pointed 


*° One exception is a document relating to a theoria to Samothrace from the 
Thessalian Federation recently published by Pounder and Dimitrova (2003). 

*! See the elegant presentation of the evidence in Jones (1999) 83-8. 

* Appeal of Lampsakos: Curty (1995) no. 39; Jones (1999) 95-6. Lampsakos in 
fact invokes two different syngeneia-relations at the same time: with Rome itself, in 
virtue of common connection with Ilion, and with Massilia, which, like Lampsakos, 
was supposed to be a colony of Phokaia. For the role of Rome in general see Cole 
(1989). 

3 This rhetoric of syngeneia is best attested in prose decrees; see Jones (1999); 
Curty (1995). 
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out, there were ancient traditions linking Priene and Kadmos. One 
tradition asserts that the original name of Priene was ‘Kadmos’.” If, 
as seems reasonable, we would expect a poet celebrating a sanctuary 
to include traditions that link it to his own city, and if Dymas of Iasos 
had wanted to make a connection between Samothrace and Iasos, I 
would suggest that he might have started from the name Iasion, 
brother of Dardanos and founder of the Samothracian Mysteries; 
Iasion sounds awfully like Iasos.” 


Ill. THE POETI VAGANTI 


The inscriptions relating to Dymas and Herodes are two examples of 
a common type of honorific decree issued by sanctuaries and cities 
in honour of foreign poets, musicians, and intellectuals. They date 
mostly from the third and second centuries Bc, and were collected 
into a corpus by the great Italian epigrapher Magherita Guarducci 
in 1930.*° Most of the poets are pretty obscure, with one probable 
exception: Delphi honoured a Nikander of Kolophon, describing 
him as the ‘epic poet’, and this is probably the earlier of the two 
Hellenistic poets of that name.” 

These decrees do not mention contests, but rather commemorate 
a presence, an epidemia, to use the Greek term, and the poet’s 
behaviour—his/her anastrophe—in the sanctuary. Some of them 
are fascinating in their detail. The Delphic decree in honour of 
Kleokhares of Athens from 230 Bc honoured him for writing a 


4 T Priene test. 405 = Hsch. s.v. Kadpeto. of II pinveis, ds EAAdviKos (FGrH 4, 101); 
cf. Str. 14.636: A€yerat & tbr6 tivev 9 LTpijvn Kabdpn, érecdy Pitwrds 6 émrioas 
adryy Bowtwos dmjpyev- One may contrast this with claims for syngeneia between 
Priene and Athens made in Prienian theoric decrees from about the same time. Iasos 
and Priene: see also I.Jasos 74 = I. Priene 54, 35-6. 

* It would be complementary to the origin-story for Iasos known from other 
sources, according to which its founders came from Argos: cf. Biraschi (1999). 

°° Guarducci (1929); Chaniotis (1988) includes a selection of the decrees, includ- 
ing some that Guarducci omitted. A few decrees are known from the Roman period 
also, and are discussed e.g. by Cameron (1965), Weiss (1990). For the poeti vaganti, 
see also Hunter and Rutherford (forthcoming). 

7 Cameron (1995). 
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prosodion, paean and hymn: the paides are to sing, and the 
khorodidaskalos is instructed to train them in his songs. Amphikles 
of Rheneia in 165/4 Bc put on akroaseis at Delos, wrote a prosodion, 
and taught paides to sing the melos to the lyra. Dioskourides of 
Tarsus was honoured by Knossos for writing a Homeric enkomion, 
which he sent his pupil Murinos to Crete to perform. From Delphi 
comes a decree, around 160 Bc, honouring the brothers Thrason and 
Sokrates from Aigira who put on performances ‘through the lyric 
compositions of the ancient poets which were appropriate for the 
god and our city’. Another Delphian decree honours Kleodoros and 
Thrasyboulos of Phenea who made epideixeis through the musical 
arts, expressing rhythms of ancient poets. In a Delian decree, 
Demoteles of Andros is rewarded with a laurel crown for writing 
local mythoi for the Delians. Women-poets are honoured as well: 
Alkinoe, a poetess from Thronion in Lokris, was honoured by Tenos 
for writing a hymn to Poseidon and Amphitrite. And Aristodama of 
Smyrna is honoured by both Lamia in Thessaly, and by Khaleion in 
Western Lokris; Khaleion honours her for writing a poem which 
narrated the traditions of their ancestors, and awards her a share 
from the sacrifice of Apollo, which is to be sent all the way to 
Smyrna.” 

Sometimes poetry becomes a diplomatic technique. The Cretan 
cities of Knossos and Priansos passed a decree in honour of 
Herodotos and Menekles of Teos, two ambassadors sent out by Teos 
to obtain recognition for the status of ‘inviolability’ (asylia) for their 
home-city. Menekles was honoured for performing with the kithara 
songs of Timotheus and Poluidos and ‘our ancient poets’ (i.e. Cretan 
ones’), and putting on ‘a cycle narrating stories about Crete, gods 
and heroes in Crete, making a selection from many poets and 
historians’. At Teos, at this period the headquarters of the Asiatic 


*8 Kleokhares of Athens: Guarducci (1929) = G 7 = FD III 2.78; Amphikles of 
Rheneia in 165/4 Bc: G11 = I.Délos 1497 = Syll.? 3.66; Dioskourides of Tarsus: G16 = 
IC I 8, 12 = I.Délos 1512; Thrason and Sokrates from Aigira: G31 = FD III 1, 49; 
Kleodoros and Thrasyboulos of Phenea: G32 = Syll? 703; Demoteles of Andros: 
G8 = IG XI 4, 544 = SIG 382; Alkinoe: G18 = IG XII 5, 812; Aristodama of Smyrna: 
G17 = IG IX 2, 62; G17* = FD III 3, 145. 
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branch of the Artists of Dionysos, music and politics were so closely 
interwoven that even its ambassadors could sing.” 

The decrees date from the third and second centuries Bc, which is 
when the epigraphic habit gets established. Hence the absence of 
such decrees from earlier centuries does not mean that this was not 
a very old mode of poetic practice. One might therefore ask to 
what extent the behaviour of poets like Simonides, Pindar, and 
Bakkhylides might be thought of as resembling the Hellenistic data. 
The possibility of fifth-century poets acting as diplomats, carrying 
out negotiations between cities, suggests itself. And one gets a real 
sense of the surprising intricacy of the Greek poetic network, with 
dozens, even hundreds of centres competing for the attention of 
poets. 

Another question we can ask about the poeti vaganti inscriptions 
is: to what extent does the role of the poet who visits the sanctuary 
resemble that of theoroi? Theoroi are delegates sent out by their cities 
to sanctuaries to represent the cities, and theoria to sanctuaries was 
often accompanied by song-dance performance of various sorts. In 
so far as poeti vaganti at sanctuaries represent their own cities, the 
correlation between being a poeta vagante and being a theoros is 
not obviously very great, as in the case of the delegates representing 
Teos. On the other hand, poeti vaganti are not always regarded as 
representing their cities, but sometimes seem to be thought of as 
general panhellenic experts. And in these cases, it may be sensible 
to think of a tripartite model, comprising the sanctuary itself; the 
theoros who visits the sanctuary, representing his city-state; and the 
poet or musician, who visits the sanctuary, and is commended not 
because he represents well the city that sent him, but because of 
artistic skill which stands outside the system of panhellenic theoria, 
or transcends it. 


* G36 = ICI 8.11; I 24.1; see Chaniotis (1988), who compares epigraphic testi- 
mony from Mylasa (I.Mylasa 652 and 653) that poems of Thaletas were performed by 
Cretan ambassadors. For poets as diplomats cf. also the role of the Athenian com- 
edian Philippides, discussed in Sonnabend (1996). For further connections between 
music and politics in the region of Teos see the chapter by Le Guen above. 
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IV. PERFORMANCES AT SAMOTHRACE 


To return to Dymas’ poem, it is pretty clear that it fits into the 
general type of poeti vaganti inscriptions mentioned here. It happens 
to be one of only two examples of a foreign poet thanked for 
composing a drama. The only other example is Zotion of Ephesos, 
tpayaFudtals moetas Ky catlupwy (‘poet of tragedy and satyr- 
dramas’), honoured by Koroneia in the middle of the second century 
Bc for memorialising events that had taken place there through 
poetry.*° Epic poetry (like that of Herodas) is by contrast much more 
common, particularly in Delphian decrees. At Delos and Delphi we 
also find a few visiting poets honoured for composing hymns and 
other forms of choral lyric. Perhaps if we had more such decrees 
from Samothrace we would find examples of lyric as well. 

The question arises of whether or not and under what circum- 
stances Dymas’ tragedies were actually performed. The first thing to 
say is that the decrees do not mention performance, whereas many 
of the other poeti vaganti decrees do.*! Might the drama then have 
been a purely writerly affair, neither performed nor intended for 
performance? It is not out of the question that the Samothracians 
honoured Dymas simply because he had immortalised the island in a 
work of literature, but the hypothesis of performance must surely be 
likelier. 

Like many Greek sanctuaries, the sanctuary of the Great Gods at 
Samothrace had a small theatre, lacking a stone skene, probably built 
in the second century sc.” Even if this exact structure was not 


*© Chaniotis (1988) E69. Dramatic performances certainly went on. The Athenian 
Artists of Dionysus who accompanied the Athenian theoriai to Delphi at the end of 
the second century Bc and the beginning of the first seem to have staged dramatic 
performances. And a Delphic decree from 165 Bc (FDI 48, 1) praises a certain Nikon 
of Megalopolis who was a tpaywidds. 

>! Chaniotis (1988) 346 suggested that Dymas composed the drama quickly to fill 
a gap in dramatic performances in Samothrace, pointing to the phrase xara tal y]os 
in 1. 4 of the second decree, but this was corrected by Louis Robert to the more 
formulaic 51a [7av]-7os. See Bliimel (1985) ad loc., in [.Jasos, with bibliography. 

* Chapouthier et al. (1956); Nielsen (2002) 134-6. And there is some evidence 
that the Tekhnitai of the Hellespont visited Samothrace: Le Guen (2001a) TE 57 = 
IG XII 8, 163C, 35-8, date uncertain. 
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around when Dymas composed his work, there is likely to have been 
some place in the sanctuary where simple performances could be put 
on. In fact, we could perhaps see both Dymas’ play and the new 
theatre as reflecting a desire on the part of the Samothracians for a 
serious engagement with theatrical performance. 

On the other hand, Inge Nielsen has recently argued forcefully that 
many ‘cultic theatres’ were not designed, at least primarily, for liter- 
ary dramas, but rather for the enactment of dramatic rituals.*> We 
know virtually nothing about the ritual side of the Samothracian 
cult, but song must have played a role in it.** One detail we do know 
of comes from the historian Ephorus who attests that in his day 
people looked for Harmonia at Samothracian festivals.*° This sounds 
like a crude ritual drama, re-enacting an episode from the myth of 
Kadmos and on another level perhaps symbolising the political 
‘harmony’ and communitas generated in interstate festivals.*° One 
could easily imagine this happening in the Samothracian theatre, 
which was very much in the ritual heart of the sanctuary, directly 
opposite the altar. And if the Samothracians had one ritual drama, 
they could easily have had more; hence there is a chance at least that 
the drama of Dymas was used for this purpose. 

One objection to this might be that Dymas’ work is likely to have 
had literary pretensions, whereas ‘cultic dramas’ would have been 
cruder in their aesthetic quality. But whatever Dymas’ work was like, 
an absolute distinction between the crude and cultic on the one hand 
and the refined and literary on the other does not really work for 
ancient Greece. One has to think only of the choral poetry of Pindar, 
which was aesthetically complex and ritually useful at the same time. 
There is, however, another objection to the hypothesis that Dymas’ 


> Nielsen (2002). The distinction between ‘ritual drama’ and ‘literary drama’ is 
laid out in the introduction of her book (9-10), though later on in her conclusion 
(276) she flirts with the possibility that it is unimportant. 

** There is no evidence of theoriai from surrounding towns ferrying choruses of 
singers, as at Delos, or as at Klaros in the second millennium sc. There is, however, 
a famous frieze of dancing women from the sanctuary, and Karadima-Matsa and 
Clinton (2002), who published an inscription with the female name Korranme, have 
suggested that she might have been a singer. 

3 FGrH 70 F120: cat viv ére év THe LapoOpaxne Cntobow adryny év tats éoprais 
(‘even now in Samothrace they are looking for her at the festivals’). 

°° See Kowalzig (2005) 41-72. 
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drama had a cultic function. The story of Dardanos was not a central 
concern of the Samothracian cult, as far as we know. Dardanos was 
best known for having founded Troy, and this myth would have had 
most significance to cities in the Troad, including Ilion itself, which 
had close relations with Samothrace, and the eponymous town of 
Dardanos on the northern shore, which is attested as having sent the 
most theoroi to Samothrace of any city.” Dymas’ play could have 
provided a literary account of the foundation of these cities, and a 
ritual aetiology for their links to Samothrace. 

Another factor behind the genesis of Dymas’ drama might have 
been the coming of Rome. The very same sacred items that Dardanos 
brought to Ilion were supposed ultimately to have been taken by 
Aeneas to Rome, where they became known as the Penates. Rome 
became interested in Samothrace in the late Hellenistic period, and it 
seems likely that the myth of the origin of the Penates was part of 
that; it is perhaps not entirely clear whether Rome’s strategic interest 
in the area or the myth of origins came first. Now, we know that at 
almost exactly this period Rome was operating in the Aegean coast of 
Asia Minor, and in fact liberated Iasos from Seleucid control around 
190 Bc. It thus becomes very tempting to link Dymas’ poem with 
Roman interests. Could Dymas’ pragmateia perhaps have traced the 
Penates’ future transportation to Rome?** 


V. THE ECONOMICS OF FAME 


More generally, it seems likely that Samothrace was not overly repre- 
sented in the Greek literary record before Dymas and Herodas. So 
what we perhaps find here is that Samothrace is particularly anxious 
to be written about, because commemoration in literature means 
achieving the status of a panhellenic centre. And it seems more than 
likely that Samothrace actually encouraged, or even commissioned, 
such compositions. It may be that a particular need was felt for this 
in the early second century Bc, which was perhaps the period when 


*” Cole (1984). *8 On Rome and Samothrace: Kowalzig (2005) 69. 
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interest in the cult was at its height, a period which coincided with 
the Romans becoming interested in the cult. 

Samothracians might have written this sort of material themselves, 
but foreign poets had a special value in the system. The foreign 
poet brings an external, transcendent perspective, and his stamp of 
approval elevates the sanctuary to a transregional status. This is what 
is going on in all the poeti vaganti decrees. We might particularly 
single out those in which the foreign poet is praised for having 
repackaged a myth that belongs to the local cycle of the sanctuary, 
like Demoteles of Andros in Delos, or Menalkes and Herodotos 
in Crete. And this had been going on for centuries. We think of 
the traditions about the Lydian Alkman and Sparta, or the Cretan 
Thaletas. Similar comments could be made about Pindar, or about 
the last years of Euripides’ life. Relevant here also is Richard Martin’s 
analysis of the poet Hesiod as a ‘metanastic poet’, who is able to 
claim transcendent, panhellenic status precisely because his home- 
town has been destroyed. His very statelessness gives him a broader 
perspective. So the transcendent kleos offered by the poet of foreign 
origins is at the heart of this phenomenon.” 

But there is another side to this as well. As at earlier periods of 
Greek literature, the poets are not just bestowers of fame, but they 
seek it for themselves, partly precisely so that they are in a position 
to bestow it, as we see from the end of Pindar’s First Olympian. And 
one of the reasons that Dymas of Iasos was attracted by the idea of 
writing a tragedy for Samothrace was, no doubt, that the prospect of 
becoming a sort of poet laureate for the Samothracian sanctuary was 
something that would enhance his own reputation as a poet. And so 
it may well have done, at least for a while. This reciprocal economy of 
fame is a good way of summing up I.Jasos 153. Dymas has celebrated 
Samothracian myth, so Samothrace honours and memorialises 
Dymas. 


* Euripides: Revermann (1999-2000); Taplin (1999); Hesiod: Martin (1992). For 
the role of ‘experts from a distance’ in traditional cultures, see Helms (1988). 
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Appendix. Text of the Decrees, I.Iasos 153 


First decree 


[edo]£ev rH Bovdju Bacireds Yworpavyns Ywdavovs eize|v'] 
[ered Adpas ronris Tpaywididy del Te A€ywv Kal ypadwv 
[ 


[klat Trav modiT av,  5é BovdAy mpoBeBovAevKev adrar rept €[7aivou] 


klat mpatrwv ayabov diaterel dep Tod lepod Kal THs TéAE|ws] 


Kal orepavou Kal ToAiTElas: ayabyu TUy nL deddxOalt Tht] 
Sjpwwe erravéoa Adpavra emt THe mpos THY TOAW edvoiat Kal otedalva]- 
oat xypvoar ored[a |v Arovciwy Tai ayavi THY avappyow Trovovpevov|s:| 
ae are , , vf , , 
6 Ojpos otedavot Avpavra Avrimatpov lacéa ypvows oredavan edole]- 
Beias évexev Tis els TOvs Deods Kai edvoias Tis ets TOV dH[LoV"] 
Ths dé avapphaews emipedAnOjvat Tovs mpodpous Kal TOV ayw- 
[vo] Oéryv: etvar dé adrov Kal ToATHY peTEexovTa TavTWY dv Kat [ot] 

" . ! , , Racer poe A 
[a]AAor oAtrat petéxovow: avayparsar b€ 76 WHAdiopa els 70 tepolv] 
[7] As “AOnvas. 


Decree of the council; Sosiphanes son of Sosiphanes, basileus, said: 

Since Dymas, poet of tragedies, has continuously spoken, written and 
performed something good on behalf of the sanctuary, the city and the 
people, and the council has previously made a decision in his favour 
concerning praise, crown and citizenship: 

in good fortune: the people have decided to praise Dymas for his good- 
will to the city and to garland him with a gold crown at the Dionysia making 
the proclamation: 

‘the people crowns Dymas, son of Antipatros of Iasos with a gold 
crown on account of his piety to the gods, and his good will to the 
people’. 

The proedroi and the agonothetes should deal with the proclamation. He 
should be a citizen, sharing all the rights that citizens are entitled to. The 
decree should be inscribed in the temple of Athene. 


Second decree 


[e]d0€éev rit BovAgu Bacwreds OeoréAns ‘Apipdvrov etrev ére[ 157] 
Atpas rons Tpaywidiav Ta Te Tpds Deods edaeBas dial yo]- 

prevos Kal TA mpds [T]Hu wdAW ofkeiws Kal dilavOpwrws dei Tt Aléywv] 
Kal ypadwy Kal mpattav ayabov diatedEt Tept THs vHGOV, dia [wav]- 


20 


25 


30 


35 
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, oy > is note tats \ , p 
[tT] 6s re drddevEw errorjnoato Tis adtod dicews Kal Tpaypateiay oluve]- 
taéev ev Spapatt Tav Aapddavou mpdgéewv Tas peyiotas uvnpoal|vvas,] 
eg) \ , 2 ome: \ ; P 

4 5€ Bovdn mpoBeBlo] ¥AevKev ada Tept émaivou Kat oredavou: [7s] 
ody Kal 6 Sjpos daivnta Tovs evepyerobvras adrov Tina a&iw|[s] 

bua ravros: ayabhe tixne efsndiobar Tar Shuai erawéoa Avpalvra] 
emt THe Tpos TH THAW Edvoia Kal oTEpavHoat adTov xpvod ate[ Paver] 
Atovuciwy tdi aya TH avappyow Trotoupevous: 6 Sipos orehalvoi] 
Avpavra ‘Avrimat[plou xpuods orepavan aperis evexey kal edv[oias] 
THs ets adTov: THs] dé dvappHoews eryseAnOjvar Tods mpo€d[pous] 

\ \ > / om \ > a ed i} \ € - o nv 
klat Tov aywvobérnv: etvar dé adtadu Kat GAXo ayabov etpéobar dr[t av] 

, Po ene , , Pees ‘ a ee 
BlovAnrat rapa Tob Sjpov: dvayparsar dé 76 jdiopa TO Bacrréa [els 76] 
ee a ee \ A ip nn Raat An See GR : ‘ 
te] pov tHs AOnvas: ivla dle davepov Hu kal Tacebow rt 6 Ojos Tyua[e Tovs] 

ere . oy ey ee eb ae ee ee f , 
KalAovs kal dyabovs avopas agiws THs abtav aperijs, Sobv[ ar 7d6¢€] 
ope ‘ ae , ; ae ae 
76] pHdiopa Tou Bacir€éa Tois mpwrois Tapayevopevors Dewpois é[€ Tacod] 
ran ay p , es a ont eke Sr 
Kat] 7d ypadev emt Lwoipavous aveveyKeiv rH Bovdje kal THe Sjular THe] 
Ta] céwyv, kai wapaxe[K]Ajo0a Taceli]s emipednbjqvar diroriwws iva [ra] 
| ndiopara év Twi THv tepwv avay[pladye Kal of orépavor dv[axy]- 
sol Bs ro aR , , on , 
pvx]Odow ev Ato[vu] ators €Sd7as bi[6] te Torjoavtes 7a HEL wueva] 


xa] prodvrar Tat O[Hulwe. 


Decree of the council; Theoteles son of Ariphantos, basileus, said: 

Since Dymas, poet of tragedies, has continued to behave in a pious 
manner towards the gods and in an appropriate and kind manner 
towards the city, always saying, writing and doing something good with 
respect to the island, and has always proved his own nature and com- 
posed an account of the doings of Dardanos in the form of a drama— 
the greatest memorials—and the council has previously passed a decree 
in his favour concerning the award of praise and a crown; so that the 
people too should be seen to honour its benefactors in a worthy manner 
always: 

in good fortune: the people have voted: to praise Dymas for his good-will 
to the city and to crown him with a gold crown at the Dionysia, making this 
proclamation. 

‘the people crowns Dymas, son of Antipatros with a golden crown on 
account of his virtue and good-will towards it.’ 

The proedroi and the agonothetes should deal with the announcement. It 
should be possible for him to obtain any favour he wishes from the people. 
The basileus should inscribe the decree in the temple of Athene. 

So that it is clear to the Iasians as well that the people honours good and 
virtuous men in the way their virtue deserves, the basileus should give this 
decree to the first theoroi who arrive from Iasos and take the one written in 
the kingship of Sosiphanes to the council and the people of Iasos, and the 
Iasians are asked to deal with them in an honourable manner, so that 
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the decrees are inscribed in one of the temples and crowns are proclaimed at 
the Dionysia, knowing that by doing what is worthy they will please the 
people. 


1] 


The Dionysia at Iasos: 
Its Artists, Patrons, and Audience 


Charles Crowther 


I. INTRODUCTION 


Strabo illustrates his discussion of the dependence of the coastal 
Carian city of Iasos on its fishing grounds with a carefully con- 
structed story of how a recital from a kitharoidos was disturbed by 
the bell of the fish-market which abruptly drew away the audience, 
except for the one man who could hear neither the performance nor 
the signal.’ The impression of an uncultured, indifferent community 
that could easily be deduced from Strabo’s anecdote would, how- 
ever, be a misleading one. The performance interrupted by the bell 
was also in its way typical of the ancient city. The epigraphical corpus 
of Iasos has preserved a continuous record of the dramatic life of the 
city over the course of the second century Bc and offers the contrast- 
ing picture of a community that attended tenaciously to its civic and 
cultural life and amenities even through adversity. 

Although the epigraphical evidence for performances at the 
Iasian Dionysia has attracted attention in recent years from a variety 
of perspectives,’ there remain a number of issues, of transmission, 


' Str. 14.2.21. 

> Crowther (1990); Migeotte (1992) 197-8; (1993); Crowther (1995b); Delrieux 
(1996); Wilson (2000) 296; Maurizi (2000). When I tried to resolve some chrono- 
logical problems in the Iasian inscriptions in 1990, I hoped to provide a frame- 
work for dating any new second-century inscriptions that might emerge from the 
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reading, and context, that are still fully to be explored. In this chapter 
I attempt to offer a general perspective across the evidence and at the 
same time to address some of these specific questions in the light 
both of new discoveries at Iasos and of renewed study of older and 
incomplete texts.’ 


II. IASOS IN THE HELLENISTIC PERIOD 


Tasos was an ancient community.’ In spite of the indifferent fertility of 
its hinterland, its coastal situation, fine harbour, and command of 
the sheltered Gulf of Bargylia are reflected in the extensive evidence 
that has emerged from the excavations carried out by the Italian 
Archaeological Mission since the early 1960s of its settlement history 
from the middle Bronze Age onwards. Although Iasos was not 
an important or vital city, its epigraphy is relatively rich, and above 
all inter-connected. In a series of inscriptions dating from the second 
quarter of the second century Bc onwards, Iasos has left one of 
the fullest records of the ephebic, gymnasial, and agonistic life of a 
small Greek community.” This material—worthy of study in its 
own right—complements, although it only partially overlaps,° the 
evidence for dramatic performances. 

The public epigraphy of Iasos is also rich in formal records of 
decisions by the assembly and of interactions with external powers,’ 


continuing Italian excavations at Iasos. On the last count (Maddoli 2000: 15) there 
are in the region of 130 inscriptions still to be published (120 in Maddoli 1995), 
many of them no more than fragments. 


> New discoveries: Maddoli (2000) B13, with the discussion of Maurizi (2000). 
For new readings, see section V below. 

* The Iasians seem to have been conscious of this: at the beginning of the second 
century we can see the asians asserting an implicit claim about the antiquity of their 
origins in two decrees honouring travelling judges from Priene (I.Priene 53-4, with 
Crowther 2007). 

> Llasos 23, 84, 93, 98-102, 107-12, 114-15, 120-4, 245-8, 269-369. 

° The most notable contributor to the theatre and Dionysia in the first half of the 
second century, Sopatros the son of Epikrates (Appendix 1, no. 177), was also a major 
benefactor of the gymnasium (I.Iasos 250). 

’ Tasos 1 (Mausolus); 2-3 (Ptolemy I, Polemaios, Aristoboulos); 4-5 (Antiochos 
III and Laodike); 30 (Alexander); 32 (Eupolemos); 35, 150 (Olympichos, Philip V and 
Rhodes). 
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which offer both an intermittent narrative and an institutional back- 
drop for the city’s cultural life. A late fourth-century decree reveals 
that Iasos had a developed democratic system and that limited public 
payment was available for attendance at the assembly.* A series of 
early second-century proxeny decrees indicate the extent of this par- 
ticipation, preserving voting figures both for the Iasian council’ and 
for the assembly.’° 

In the fifth century Iasos appears in the Athenian Tribute Lists, 
with a contribution rising from one to three talents.'’ Contacts 
between the Iasians and Athens during the Peloponnesian war have 
recently been brought into focus by the discovery of an Iasian copy of 
an Athenian honorific decree from the late fifth century, which seems 
to have been kept in the archives at Iasos for 200 years until it was 
published at the turn of the third and second centuries Bc—exactly 
the moment at which the evidence for the dramatic life of the city 
begins to be recorded in the theatre in the form of lists of contribu- 
tors to performances at the Dionysia.” The awakening of epigraphical 
memory in this form also coincided with the beginning of an 
embattled period in the city’s history. 

In the later third century Iasos faced damaging incursions into 
its territory by an agent of the local Carian dynast Olympichos, and 
an appeal for Rhodian support was required to lift the threat.'* An 
interval of freedom and autonomy under Rhodian patronage was 
ended by the imposition of a garrison during Philip V’s Carian 
expedition in 201. The four years of Macedonian occupation that 
followed proved particularly difficult for Iasos, not only because of 


® T.Iasos 20 with Gauthier (1990) (resumed in SEG 40, 959). 

° Voting figures for the Council of 68 (SEG 41, 932, 10-12) and 83 (SEG 41, 929, 
34-5) suggest a membership of up to 100; SEG 41, 930-1 and I.Jasos 25 from the 
same stephanephorate year have different lists of prytaneis, indicating that the latter 
rotated. 

19 Voting figures of 841 (SEG 41, 932, 13-14) and 858 (SEG 41, 929, 35). The 
monthly sum allocated for assembly pay in I.Iasos 20, 180 drachmas, is compatible 
with a similar level of attendance; see the discussion of Gauthier (1990) 441-3. 

1 IGP 263 V 21 (1 T: 450/49); 270 IV 29 (1 T: 442/1); 279 I 69 (1 T: 433/2); 280 
1 63 (1 T: 432/1); 285 1 91 (3 T: 421/0). 

12 Maddoli (2000) 15-22, A, with Habicht (2001). 

'S We learn of this episode from a series of Rhodian documents published at Iasos 
(.Iasos 150), discussed by Meadows (1996). 
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the initial exigencies of the expeditionary force after it became 
blockaded in the Gulf of Bargylia, but also because of the severe 
earthquake that struck southwest Asia Minor in 199/8 Bc." A letter 
from Laodike III, dating probably to 196 or 195 Bc, after the depart- 
ure of the garrison that Philip had left behind, when Iasos had 
recovered its notional autonomy under the tutelage of Antiochos 
III,'° acknowledges the troubles experienced by the Iasians.'* Antio- 
chos and Laodike provided limited assistance to the city; oracular 
advice was solicited as well as the counsel of the king and the 
Iasians appear to have called on neutral judges from friendly cities to 
resolve subsisting internal disputes within the citizen body (OGIS 
237).'’ Nevertheless, the city was hosting a Seleucid garrison at the 
beginning of the Syrian war and a group of exiles accompanied the 
Roman army under L. Aemilius Regillus which blockaded the city in 
190 Bc (Livy 37.17.3-8). The exiles appealed successfully to the 
Rhodians to avert a direct Roman assault upon the city itself, but not 
before its territory had been devastated. The renewed turmoil within 
the city that ensued in the aftermath of Macedonian and Seleucid 
control and occupation, the expulsion and return of exiles, and the 
interruptions to economic activity caused by warfare and earthquake 
is reflected in a further series of decrees for foreign judges.'* Recovery 
may have been a slow process, and other troubles seem to have 
supervened. A decree of the Dionysian Technitai dating to the middle 
of the second century alludes to the Iasians’ difficult circumstances 
(I.Iasos 152, 26-8),!° while another, less closely dated, text establishes 


For the history of Iasos during this period see Crowther (1995a). 

'S Tasos 4, 47-8: ri 8€ jyerépav 7éAw mpdrepd[v | re] éy Sovdctas pucdmevos 
érroinoev éAevbépalv] (‘having previously rescued our city from enslavement he made 
it free’). 

‘© T.Jasos 4, 6-9: ‘when he (Antiochos) recovered your city which had been afflicted 
by unexpected natural disasters (oupTTampaow TEpiTEcOvaaY dmpoodox%lrous), he 
restored to you your freedom and your laws’. 

'7 Republished as I. Iasos 4, 51-62, but see Crowther (1989), with Ma (2000) 336-7 
no. 28. Foreign judges at Iasos in the 190s: Crowther (1995a). 

'§ Crowther (1995a). 
twa dé kat Taceis émruyew<w>oKwaw THY TOU mAnOous Hav omrovdyy | Kat nv 
€xopev mpos Tovs hidous éxréverav ev Tois dvayKatordlrous Katpots (‘in order that the 
Iasians may recognise the zeal of our company and the devotion which we have 
towards our friends in circumstances of the greatest necessity’). 
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a subscription for a grain distribution (sitometria)—‘to strengthen 
the democracy’.”” 

The epigraphical documentation for choregic and other contri- 
butions to support performances at the Iasian Dionysia during the 
second century Bc unfolds against this persistent background of 
external pressure and internal tensions.” The evidence consists of 
a series of lists, each dated by the eponymous magistrate of Iasos, 
the stephanephoros,* of individual contributors. Fifty-six lists, 
together with four notices of contributions towards building work 
on the theatre,” have survived, in whole or as fragments, spanning 
the course of the second century to the early years of the Roman 
province.” 


III. TRANSMISSION AND CONTEXT 


The inscriptions recording the lists of contributors have a history of 
discovery of their own which is worth reviewing briefly because it 
sheds light on their original location—and so the context in which 
they were placed and seen and, perhaps, sometimes read. 

The site of Iasos was a frequent destination for European travellers 
visiting the western coast of Turkey in the eighteenth and nineteenth 
centuries, in part because of the excellence of its harbour, which, as 
L. Robert noted, also contributed to the dispersal of its epigraphy.” 
The first oblique notice of the theatre lists comes from Richard 
Chandler, who visited Iasos in 1765:°° 


°° [.Iasos 244 dated by Hicks (1887: 100-1) to the middle of the second century Bc. 
The phrase quoted is partially restored (by A. Wilhelm); see, in general, Migeotte 
(1992) 232-6 no. 74: [oiSe éxdvtles BovAdpevole emi mAcilov ad€ew (2) 7H] v Sypoxpari- 
[av éx tov iSilwv éréSwxlav dpydprov [ets ovrwvilav] (‘[the following individuals 
willingly] wishing [to strengthen to a greater degree] the democracy contributed 
money [from their own resources towards a grain fund]’). 

*! Migeotte (1993) 277-8. 

2 Sherk (1991) 256~7 no. 20. 

3 TB-W 275-6 (I.lasos 179, 180, 182, 183). 

*4 LB—-W 252-68, 270-80, 282-99; .Iasos 160-7, 170-218; supplemented now 
by Maddoli (2000) B1-3. 

°° Robert (1936) 73-4. °° Chandler (1775) 181-2; cf. Ross (1850) 122. 
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In the side of the rock is the theatre, fronting 60 m east of north, with many 
rows of seats remaining, but covered with soil or enveloped in bushes. On 
the left wing is an inscription in very large and well-formed characters 
ranging in a long line, and recording certain donations to Bacchus and the 
people.” Beneath, near the bottom, are several stones inscribed but not 
legible. 


Chandler’s left wing of the theatre is the north parodos wall, where 
fragments of the dedicatory inscription, recording the contributions 
made by Sopatros, the son of Epikrates, to the reconstruction of the 
theatre were rediscovered and reinstated during the initial campaign 
of the Italian Archaeological Mission.” The identity of the other 
inscriptions mentioned by Chandler is clarified by Ph. Le Bas, who 
visited Iasos in 1843 and made the fullest record of the lists of con- 
tributors before they were lost in the middle of the nineteenth 
century. His squeezes, notes, and transcriptions formed the basis for 
W. H. Waddington’s edition (LB—W 252-99) on which the texts in 
W. Bliimel’s Iasian Corpus, in turn, are largely based. 

As well as recording the dedicatory inscription noticed by 
Chandler, Le Bas copied a series of other texts inscribed partly ‘sur le 
bandeau du théatre’ and partly lower down on the theatre wall. The 
drawing published in LB—W indicates that these texts were inscribed 
on the supporting wall of the cavea running along the north parodos.” 
The south parodos, in contrast, remained uninscribed. Le Bas’s 
‘bandeaw’ is the inset course of dressed blocks c. 0.35 m high run- 
ning the length of the parodos wall c. 2.15 m above ground level,” in 
the middle of which the dedication by Sopatros was inscribed.*! The 


7 LB-W 269 (I.lasos 249, partially extant): (S)démarpos Empdrov xopnyjoas Kat 
dywvobernoas Kal orepavndop|nloas 76 dvdAnupa Kal TH em adtob KepKida Kal TO 
Biya Avovdcar kal ra Syjpor (‘Sopatros the son of Epikrates having served as chore- 
gos and agonothetes and stephanephoros (dedicated) the supporting wall and the 
seating segment (resting) on it and the podium to Dionysos and the People’). 

*8 Levi (1963) 541-2 with fig. 60. 

* Le Bas’s drawing shows the arrangement of the texts and offers a profile of the 
wall. 

*° The latter measurement is taken from Texier’s elevation drawing of the theatre: 
Texier (1849) pl. 144. 

31 Levi (1963) 543 n. 1: Viscrizione termina a m. 7,45 dallo spigolo del muro; 
se esse era collocata nel centro della parete, che misura m. 21,98, la sua lunghezza 
totale doveva essere di m. 7,08’. 
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right extension of this course to the edge of the parodos has been 
preserved and is blank; so that the texts recorded by Le Bas must 
have been cut to the left of the dedication by Sopatros, between it 
and the entrance to the theatre. The wall blocks of the parodos below 
this level have either been lost or are buried under accumulated soil. 
Chandler’s ‘several inscribed stones’ near the bottom of the wall 
should correspond to the texts recorded by Le Bas below the 
‘bandeau’, which consist of a series of eighteen lists (LB—W 282-99) 
disposed around a decree of the Koinon of Technitai of Dionysos, 
itself cut in two columns (LB—W 281; I.lasos 152). Le Bas’s copies and 
squeezes are the sole source for these texts, which have not been seen 
since his visit.” 

Le Bas was also the first to record systematically a further group of 
theatre texts which had been glimpsed only briefly by a previous 
visitor. Ch. Texier, who stopped at Iasos in 1835 and carried out an 
important survey of the theatre, noted a long inscription in the area 
of the orchestra on a marble pilaster, divided into five sections. 
Although he had the stone cleared of overlying soil and bracken, he 
had no time to record the inscription himself,” and it was left to Le 
Bas to copy and squeeze the inscription in full, including additional 
series of texts continuing on its laterals. 

The inscribed pilaster remained at Iasos for a further sixteen years 
until it drew the attention of an Anglo-Irish visitor who had become 
enthused by epigraphy in the course of a voyage along the Aegean 
coast of Turkey, from Rhodes to Smyrna.** When Lord Dufferin 
stopped at Iasos on 15 June 1859, he found the pilaster lying at the 
foot of the theatre and had it taken on board his steam-yacht 
Erminia,” and transported back to his family home at Clandeboye, 


* Unless by Ludwig Ross who visited Iasos in June 1844 and noted their impend- 
ing publication by Le Bas (Ross 1850: 122). 

* Texier (1849) 139: ‘Dans le voisinage de l’orchestre, j’ai apercu une longue 
inscription composée de cinq tableaux. Elle est tracée sur un pilastre de marbre, 
écrite en caractéres trés-menus. Je la fis dégager des terres et des brousailles qui la 
couvraient, mais le temps me manqua pour la copier.’ 

* For Lord Dufferin’s voyage from Rhodes to Constantinople in June 1859, which 
became in part an inscription hunt see Crowther (1994). 

> We have his own account of how he found the inscriptions. The entry for 
17 June, 1859 in Lord Dufferin’s journal reads as follows: 
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County Down. There it remained, removed from professional 
scholarly attention, until its presence was reported by J. P. Mahaffy in 
a notice in the Athenaeum review in 1897.*” 

The pilaster seems originally to have formed part of the gateway in 
the parodos through which the audience and performers would have 
passed on their way to the orchestra from the agora.”** The twenty texts 
inscribed on it mark the beginning of the published series of lists of 
contributors to the Dionysia and cover a period of thirty years, from 
the beginning of the second century through to the early 160s.” The 
interval between the two series is unlikely to have been an extended 
one,” and the lists seem to have been continued directly on to the 
parodos wall rather than on to the other side of the gateway.”' It is 
possible that the opposite pilaster may already have been partially 
occupied by other texts,” but there is also a stronger reason for the 
discontinuity. The inscriptions on the parodos wall necessarily post- 
date the dedicatory inscription of Sopatros, whose own eponymous 
year is recorded on the third list on the right lateral of the pilaster, 
since the dedication marks the construction of the supporting wall of 
the cavea at this point. When the parodos supporting wall had been 
reconstructed, it was natural that the continuation of the lists of 


Went out (from Myndos) under steam. Arrived at Jassus about 12 o’clock. Landed 
went round the whole place looking for inscriptions. Found a large marble mass in 
two pieces at the foot of the theatre on the left hand side. Then went down the right 
towards the Aqueduct. Surveyed the Venetian fort at the top, and so in and out of 
every nook and corner. A beautiful little harbour with a mole and a tower guarding it. 
In the evening all hands on shore, dragging down the marble inscriptions. 


°° Crowther (1994). 

*” Mahaffy (1897). 

38 So LB-W 80: ‘cette inscription (252), ainsi que les six suivantes, se trouve sur la 
face latérale du montant de la porte du théatre’. 

* The date of the beginning of the series is discussed in the following section and 
chronological questions in Appendix 2. 

* Crowther (1990) 148. 

“' So Migeotte (1993) 284. 

” The front face of another pilaster from the theatre found reused in the Roman 
proskenion, on the left lateral of which three lists of contributors were later inscribed 
(LIasos 167, 201, and 215), had already been used in the late third or early second 
century to record a decree of Euromos in honour of Pantainos (I.Jasos 151), perhaps, 
but not certainly, the eponymous stephanephoros of LB—W 253 (I.Iasos 161). The 
dimensions of this block (width: 0.425 m; depth: 0.45 m) are different from those of 
the Clandeboye pilaster (width: 0.51 m, measurable depth: 0.31 m). 
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contributors should have flanked and underlined the notice of 
Sopatros’ great work. 

The additional lists of contributors discovered during the Italian 
excavations in the 1960s also derive from the theatre, as does a 
further block found in 1973.” There are few parallels for the concen- 
tration of this documentation.“ Spectators of performances at the 
Dionysia would have passed along a wall and through a gateway 
thickly inscribed with the names of those who had made the 
performances possible and under the name of Sopatros who had 
sponsored a substantial section of the cavea in which they sat. 

I turn next to the lists themselves and what they can tell us about 
performances at the Dionysia.” 


IV. THE THEATRE LISTS 


The theatre inscriptions fall into two distinct series. The first consists 
of seven lists (I.Jasos 160-6; LB—W 252-8), which show a number 
of variations as well as common features in their formulation. 
LB—W 252 (Llasos 160), the earliest of the lists, is typical of this 
group of texts:*° 


émt orehavnddopov ArdAAwvos Tob peta Nypéprea: 
olde erébwkav: aywvoberns AroAAddwpos 

Xépywov Awovrov Tov kwpw.dov nu€pas dvo, 

kat 9 [mwaplodos edpev Spaypnv, 4 dé Oa eyeveTo 
dwpelav:] ” Adpas Avrimarpov ris émiddce- 

ws hls ea] evevaev yopnyav év Tht endavunt eviavta[t] 
AwovrAov Tov KwUwidov, Kal 7 Tapodos Ebpev 
Spaxuny, 7 de Oda éyévero dwpeav: ” BAdowv 
ITvbiwvos ris émiddcews As erévevoev yopnyav 


“3 Maddoli (2000) B1-3. 

“* The parodoi walls of the theatre at Sparta, which in the first and second centur- 
ies AD were thickly inscribed with career inscriptions, provide a remarkable, if distant 
parallel: Woodward (1924-5). 

* Tn this section I draw on the important study of Migeotte (1993). 

4° T have made small corrections to the text in [.Jasos at the ends of ll. 6, 13, 15, 20, 
where letters have been lost or damaged on the edge of the stone, and also signalled 
blank punctuation spaces dividing individual contributions. 
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év TAL eTravent eviavT@t SwovdAov Tov KwUwiodr, 

Kal 7 Ta podos Edpev SpayyHv, 7 dé Oda eyevero 
dwpeav: ” Nynpéptys Geotipwov tis émiddcews is 
érevevoev oTepavydopav EvaAkny tov KiBapiorHy, 

Kal W TApodos Edpev SpayyHv, 7 dé Oda eyevero 
dwpeav: ”” Mévwv Apréuwvos xopnyav Edadkny 

Tov KUaptoTHy, Kal 7 Tapodos Ebpev SpaxpHy, 4 dé 

béa éyéveto dwpeav: ” Mevédnyos Apréuwvos 
xopnyav EiaXkny tov KBaprorHy, kat 7} 7apodos ebpev 
Spaxpnv, 7 S€ Oa éyévero dwpeav: ” Epuddwpos 
Apaxovridou tis émiddcews Hs <é>révevoev aywvobeTalv] 


2 aA 27 2 A \ , 
ev t[ au éd|va EVLAUTWL dpaxyas Tplakoolas. 


In the stephanephorate of Apollo after Nemertes, the following made con- 
tributions: as agonothetes Apollodoros, the son of Charmos, (paid for) the 
comic poet Sosylos for two days, and his appearance brought in a drachma 
and viewing was free; Dymas, the son of Antipatros,”” from the contribution 
which he assented to make in the previous year when he was choregos (paid 
for) the comic poet Sosylos, and his appearance brought in a drachma and 
viewing was free; Bloson, the son of Pythion, from the contribution which 
he assented to make in the previous year when he was choregos (paid for) the 
comic poet Sosylos, and his appearance brought in a drachma and viewing 
was free; Nemertes, the son of Theotimos, from the contribution which he 
assented to make when he was stephanephoros (paid for) the kitharistes 
Eualkes, and his appearance brought in a drachma and viewing was free; 
Menon, the son of Artemon, as choregos (paid for) the kitharistes Eualkes, 
and his appearance brought in a drachma and viewing was free; Menedemos, 
the son of Artemon, as choregos (paid for) the kitharistes Eualkes, and his 
appearance brought in a drachma and viewing was free; Hermodoros, the 
son of Drakontides, from the contribution which he assented to make in the 
previous year when he was agonothetes (paid) 300 drachmas. 


Although other forms of contributions are also recorded in 
some of the texts in this group,’* most of the entries are for payments 
made by individuals identified as current or former stephanephoroi, 
choregoi, or agonothetai, covering the costs of designated artists for 
one or more days of the festival. A standard formula («at 1) 7apodos 


“7 Dymas’ other career as a tragic poet, attested in an inscription whose lettering 
seems to be contemporary with the record of his contribution to the Dionysia (I.Iasos 
153), is discussed by Ian Rutherford elsewhere in this volume. 

‘8 Appendix 1 nos. 84, 87, 104, 106. 
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edpev Spaypny, 7 dé Oa éyévero Swpeav: ‘the appearance brought in a 
drachma and viewing was free’) indicates that the contribution 
enabled the performance to be viewed by the audience without 
charge, although a token sum of one drachma was paid to the city for 
the performer’s right to appear.” 

The date of the beginning of the series deserves attention. A 
terminus ante quem is provided by the third list, LB—W 254 (I.Iasos 
162), which shares the same stephanephoros, Kydias, the son of 
Hierokles, with [Iasos 4, the letter of Laodike cited earlier, which 
seems likely to belong in 196 or 195.*° On this basis LB—W 252, dated 
to the year of Apollo after Nemertes, would have fallen at least two 
years before, and the stephanephorate of Nemertes himself, during 
which Dymas, Bloson, and Menedemos served as choregoi at the 
Dionysia and Hermodoros as agonothetes, a year earlier still.°' The 
contributions pledged in Nemertes’ year should, accordingly, belong 
no later than 198, and possibly to 199 Bc, the year of the earthquake, 
and, at any rate, during the period of the Iasians’ avowed “enslave- 
ment’ to Philip V.* 

The continuation of celebrations of the Dionysia even through 
critical times is noteworthy, but the decision to inscribe publicly 
and permanently the names of the individuals who supported the 
festival performances is equally significant. The moment at which 
this decision was made cannot be fixed precisely, but it seems 
possible that it preceded the departure of the Macedonian garrison.” 


® For this explanation of  aépoSos edpev Spayprjv, see Wilhelm (1923) 435-9 
(438 on the meaning of 7 wdapodos), with Migeotte (1993) 271; for the sense of 
edpicxw more generally see now also Jones (2004) 476-7. 

°° Crowther (1990) 143-4; Migeotte (1993) 276-7 with Crowther (1995b). 

°! The close sequence in which LB—W 252-4 (I.Jasos 160-2) are inscribed on the 
stone suggests, although it cannot prove, that they belong to successive years: 
the cutter of 253 initially began inscribing immediately below the last line of 252, but 
stopped at the second nu of [Javraivov, erased the letters already cut, and began 
again after inserting a dividing marker. 254 also follows 253 closely. Between 254 
and 255, in contrast, there is an interval of 0.17 m. LB—W 255-8 (I.lasos 163-6), which 
belong to consecutive years, are also inscribed in sequence, separated only by dividing 
markers. 

» Enslavement (SovA«éa): I.Iasos 4, 41-50. 

* Ma (2000) 85, following J. and L. Robert (1983) 178, suggests that Antiochos’ 
viceroy Zeuxis had already secured Iasos in the summer of 197, before the king’s own 
arrival. 
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The seven lists in the first series inscribed on the front face of the 
Clandeboye pilaster cover the period to the early 180s.°* Subsequent 
texts record uniform payments of 200 drachmas by Iasian citizens 
and 100 by metoikoi.” The first list of this form (LB—W 259; I.Iasos 
170) appears at the head of the left lateral of the pilaster; thereafter 
the pattern is constant.°° LB—W 263 (I.Jasos 174) provides a full 
example of these second series lists:”” 


emt orehavndopov A- 

. re 
moAAwvos TOU EKTOU 
peta Kieavaxra Oe- 

, 3 , 
okdelous, aywvobe- 
tov 6€ Oudadiwvos 
70 EvBovAisov: ot- 
de THY TpdTEpoV €- 
muvevoavtwr ev LAio- 
vuolois amédwkav: 
Aroddwvios TTaw- 

: 
viov dpaxyas diaKo- 

LE 5 , 
olas, Tdcwv Aperaiov 
dvoeu O€ Mevirmov Sdpa- 
xpas diaxootas, Myrpé- 
davtos Anuodavros 
dpaxpas diaKxooias, 


Médas ITdAdos Spalxu]- 


** T have argued elsewhere (Crowther 1990: 145) that the first series of lists formed 
a relatively tight sequence and probably ended in 190/89 or not long after. Migeotte 
(1993) 277 favours a slightly more extended dating range. 

°° ‘Three texts (I.asos 167, 199 (LB—W 284), 217) revert in part of their formula- 
tion to the pattern of the first series to record additional contributions to support 
specific performances; for these see the discussion of Migeotte (1993) 269-70, 280. 

°° Prosopographical connections and their immediate collocation on adjoining 
faces of the pilaster suggest that the second group of texts was not separated from the 
first by an extended interval: Crowther (1990) 145-6. 

7 T have corrected the reading in I.Jasos for the end of |. 17, where the stone-cutter 
inscribed 4PAXM before deciding that there was insufficient space to complete 
dpaxpas and erasing the last two letters to obtain a linebreak after APA. There are 
similar cutting revisions in LB—-W 264 (I.Iasos 175), 1.2 (AméAAwvos [vos] 70%); 
and LB—W 265 (I.lasos 176), where the initial inscription of the first line ended at 
AITOAA®, with the last three letters, NO, cut on the line above; the line was 
then recut from eta of oredavyddpov onwards so that the whole of AzoAAwvos 
could be fitted in before the linebreak. 


20 


25 
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xpas dvaxootas, A16- 
dwpos Latvpovu dpa- 
xpas dvaxootas, Apo- 
peas Oeodwpou Ne- 
autivos dpayyas éxaTov, 
AiBavos Audurdretous 
Mivé.0s Spaxpas éxa- 


Ya 
TOV. 


In the stephanephorate of Apollo for the sixth time after Kleanax the son of 
Theokles, and when Omphalion the son of Euboulides was agonothetes: 
from those who had previously assented (to make contributions)* at the 
Dionysia the following made payments: Apollonios, the son of Paionios, 
200 drachmas; Iason, the (adopted) son of Aretaios, and natural son of 
Menippos, 200 drachmas; Metrophantos, the son of Demophon, 200 
drachmas; Melas, the son of Pollis, 200 drachmas; Diodoros, the son of 
Satyros, 200 drachmas; Dromeas, the son of Theodoros, from Neaiton, 100 
drachmas; Libanos, the son of Amphikles, from Myndos, 100 drachmas. 


The contributors in this text and a number of the other lists are not 
identified by function,” but the arrangement of their names follows 
an unvarying pattern in which the first named contributor is the 
agonothetes of the preceding year. The pattern can be verified in 
sequences of lists, even where the title is not explicitly recorded, 
from the agonothetes recorded in the antecedent list; so Apollonios, 
the son of Paionios, the first contributor in LB—W 263 (sixth 
stephanephorate of Apollo after Kleanax, the son of Theokles) 
appears as agonothetes in LB—W 262 (I.Iasos 173), which is dated to 
the immediately preceding year (fifth stephanephorate of Apollo 
after Kleanax). In the first twelve lists from the second period neither 
the preceding agonothetes nor the other contributors are identified 
explicitly,” but since in subsequent lists the latter are qualified as 
choregoi, the same identification can also be assumed for the cases 


** The use of émwedeu, ‘to nod assent’, implies, as Migeotte notes (Migeotte 1993: 
274-5) a public procedure. This formula seems specific to Iasos. 

» LB-W 259-68, 270-1, 285; in LB—-W 291, LB-W’s E[?]py[vaios] was corrected 
by Brinck (1886) to (y)[o]py[yor]. 

© TB-W 259-68, 270-1 (Ilasos 170-7, 204, 206-7). 
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where the title is not specified.” In most, but perhaps not all, cases 
the choregoi will have been those of the preceding year, although this 
is again left unstated.” 

The distinction between the groups of lists points to a reform or 
institutionalisation of the way in which contributions were made 
during the 180s, well analysed by Migeotte.* Both the agonothetes 
and the choregoi seem to have been expected ex officio to commit to 
making contributions of 200 drachmas to the funding of subsequent 
Dionysia. In a number of cases the agonothetes had also himself 
served as choregos and made a separate pledge and contribution for 
each office.“ Although the sum of the contribution seems to have been 
fixed, the language of assent employed in the lists implies that the 
obligation was at least formally voluntary.” At the same time, one of 
the offsets of voluntarism was the commemoration of the necessary 
gesture—publicly and permanently on stone. 

The contributions, of 200 drachmas (100 for metic choregoi), were 
neither trivial nor exigent,” and the burden of payment was shared. 
Although certain individuals reappear,” the great majority of those 
listed contributed (and served as agonothetes or choregos) only once.* 
Nevertheless, the group was a select one. It is instructive to set the 
names of the contributors against the names of prytaneis (rotating 
members of a steering committee of the council, which seems likely 
to have been representative) attested in the headings of a number of 


*' So also Migeotte (1993) 280-1. 

* Migeotte (1993) 281, noticing the variations in numbers of named choregoi, 
argues plausibly that the numbers of choregoi listed are in many cases too high to 
represent only the choregoi of a single year. 

° Migeotte (1993) 277-8. 

** LB—W 272, Appendix 1 no. 176; 287, no. 17, 295 no. 187; 296 no. 134 (J.Jasos 
208, 186, 194-5). 

° Migeotte (1993) 290. 

°° Immediate Iasian comparisons are offered by the 300 drachmas maximum size 
of dowries funded by Laodike’s gifts of grain to the city in the 190s (I.Iasos 4, 11-25) 
and the two surviving contributions towards a grain fund in I.Jasos 244 (Migeotte 
1992: no. 74) of 600 and 200 drachmas. Migeotte (1992) 316-19 discusses the size of 
contributions in public subscriptions, the majority of which are somewhat lower (the 
modal value in large subscriptions, for example, for the Samian Corn law (JG XII 6, 
172) and for a Smyrnaian building project (I.Smyrna 688-90) is 100 drachmas). 

°” See, e.g., Appendix 1, nos. 10, 42, 70, 87, 93, 131, 157, 177. 

8 Of 206 individual citizen contributors (listed in Appendix 1 below), 170 make a 
single appearance. 
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early second-century Iasian decrees (I.Jasos 4, 25, 76, 77; SEG 41, 
930, 932). There is an element of circularity in the comparison, but 
of thirty-three identifiable prytaneis only one, Menoitios son of 
Hierokles (Appendix 1 no. 137), is separately attested as a contributor 
in the lists. Responsibility for supporting performances at the Dionysia 
appears to have fallen on a relatively limited class of citizens—but to 
have been shared evenly among this group. Grands évergétes citoyens 
were in short supply at Iasos.° The one individual who perhaps 
belongs in this category is Sopatros, the son of Epikrates, former 
choregos, agonothetes, stephanephoros, and gymnasiarch, whose con- 
tributions to the refurbishment of the theatre are matched by the 
construction of a portico for the gymnasium commemorated, as 
in the theatre, by a dedicatory inscription cut in beautiful and 
prominent lettering across the architrave of the stoa (I.Iasos 250).”° 
The regular succession of pledges and contributions established 
during the 180s Bc seems to have formed an effective system which 
ensured the continuity of dramatic and musical performances at the 
Dionysia for more than fifty years. The few gaps in the sequence of 
lists are likely to reflect incompletenesses of epigraphical survival as 
much as interruptions in performance. One interval can be securely 
associated with a moment of difficulty, but its duration seems to have 
been brief. I.Jasos 152 (LB—W 281) records a decree of the Koinon of 
Technitai of Dionysos at Teos offering assistance to the Iasians for 
their celebration of the Dionysia.’”’ The considerations section of 
the decree is poorly preserved, but an emphatic declaration of the 
Iasians’ zealous commitment to the performance of dramatic 
contests in previous times” is countered by a reference in the resolu- 
tions to current pressing circumstances and an undertaking by the 
Koinon to send three representatives and a group of performers with 


© For grands évergétes citoyens, see Gauthier (1985) 53-75. 

” Theatre: LB-W 269 (I.Iasos 249), quoted in n. 26 above. Gymnasium: I. Jasos 
250: Swaatpols Emx]parov yupvacralpynoas] tev te vélwv Kal Tav 7] pecBuTépwr 
THY OTOaV Tw. Ojpowr Kal roils véols Kal TOS mpeoButépots avenxev] (‘Sopatros, the 
son of Epikrates, having been gymnasiarch of the neoi and the presbyteroi [dedicated] 
the stoa to the People and the [neoi and the presbyteroi]’). 

” English translation in Csapo and Slater (1994) 252-3 no. 45. 

” [Tasos 152, 7-8 (with the good supplement of Aneziri 2003: 392 D13 for L. 8): & 
Te Tois mpoTEpov xpdvois [waca]av omovdyy Kal PrroTysiav [Setéavl res] meplt THS TOV 
ayavev ép[yoAaBetas]. 
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supporting teams to Jasos to ensure choral performances in accord- 
ance with the Iasians’ established regulations.” The implication 
seems clear:” that the Iasians had been unable to sustain perform- 
ances at the Dionysia and had petitioned the Technitai for assistance. 
The inscribed text is notarised with an Iasian date (‘in the third 
stephanephorate of Apollo after Menes, the son of Tyrtaios, sixth day 
of Apatourion’) which allows the event to be set against the sequence 
of inscribed lists of contributors. One of the new lists found in the 
course of the Italian excavations, [Jasos 217, is dated to the 
stephanephorate of Menes Tyrtaiou and records, three years before 
the Iasians’ appeal to the Technitai, a full set of four citizen choregic 
contributors (Appendix 1 nos. 4, 22, 56, 116), one of whom contrib- 
uted additionally as agonothetes of the previous year (22: Aretaios, 
son of Aischines, natural son of Phanias), and two metics (244, 256). 
The lists for the following two years, when the stephanephorate was 
assumed by Apollo, in default of citizens able to meet the costs of the 
office,” are missing, but it seems to have been during this interval 
that the Iasians’ difficulties arose. In an earlier article on the chron- 
ology of the lists I suggested a terminus post quem for the decree 
of the Technitai of 157/6, but new publications of inscriptions have 
now pushed this limit down at least five years and the decree is 
likely to have been somewhat later still.” Unfortunately, the precise 
circumstances to which the Technitai allude cannot be recovered. 
The decree offers other insights into the Iasian Dionysia. In 
order to ensure continuity of performance according to the Iasians’ 


” Tasos 152, 12-17: [véuew t]@e Avoviowi Kai Tacetow ets rods [ovvredAoup- 
évjotuys | rap’ a{d)rots tht Avovdowr ayavias ex] tov evyeypappevov Texvitav Kat 
pelrexdvTmv THS [7] (we) [7] ép[as ovvdd](ov) (?) pirias trapyovons ypiv ex madAa@v 
xpover, II adAnras S00, tpayadods S00, kwpwidods S00, KBapwmddr, KOaporiy, Srws 
| dywow Tat Veds Tovs [y]opods Kata Tas TaTpious abrav Siaypadds, mpootv)«Ku)at 
5€ rodlrwv Kal ras banpeaias --- (‘[to designate] for Dionysos and the Iasians, from 
the number of those who are registered as Artists and those who participate in our 
[company], in view of the friendship which we have from ancient times, two aulos- 
players, two tragedians, two comedians, a singer to the kithara, and a kithara-player 
for the contests [conducted] at Iasos in honour of Dionysos, so that they may 
perform the choruses in accordance with their ancestral regulations’). 

™ Good discussions by Migeotte (1993) 285-6; Le Guen (2001a) 268-9. 

® Migeotte (1993) 269 n. 7, with the references cited there. 

7° See the chronological notes in Appendix 2. 
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established prescriptions, the Technitai undertook to assign two 
auletai (pipers), two tragedians, two comedians, a kitharoidos, and a 
kitharistes to the Iasians. This assignment can be compared with the 
recorded lists of performers in the first series of Iasian lists: four days 
of one comedian, three days of one kitharistes (LB—W 252); two days 
of one auletes and two days of one kitharistes (LB—W 253); one day of 
one kitharistes, two days of one auletes, two days of one singer to the 
aulos (LB—W 254); two days of one Boiotian auletes, two days of the 
auletes Kraton Zotichou, five days of one comedian (LB—W 255); one 
day of one tragedian, two days of one comedian, two days of a second 
comedian, one day of one kitharoidos (LB—W 256); five days of one 
comedian, three days of one choropsaltria (LB—W 257); two days of 
one auletes, four days of one tragedian (LB—W 258). The perform- 
ances subsidised by contributors in LB—W 256 come closest to this 
pattern, but the divergence of the early lists from the roster followed 
by the Technitai suggests that in the difficult conditions of the early 
second century Bc, only a limited range of performances could 
be supported. The regular pattern of contributions instituted there- 
after, four sets of choregic donations of 200 drachmas together 
with 200 from the preceding agonothetes and two payments of 100 
drachmas by metic choregoi, a total of 1,200 drachmas, would 
perhaps have met the costs of the full list of performers (with their 
supporting teams). 


V. TEXTUAL NOTES 


In this section I turn to the texts themselves. The theatre lists on the 
laterals of the Clandeboye pilaster have been re-edited with minor 
corrections in W. Bliimel’s valuable Corpus-Repertorium, but have 
not been systematically collated since Le Bas recorded them in situ.” 
The lists inscribed on the left lateral of the pilaster, from top to 
bottom, form a sequence of years dated from the stephanephorate of 
Kleanax Theokleous (LB—W 259-265). The first text on the right 


” Dimensions of the pilaster (in m): 2.95 high, 0.51 wide, 0.23-0.31 deep; 0.265 
for the lower right lateral. 
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lateral, LB—W 266 (I.Jasos 177), dated to the ninth stephanephorate 
of Apollo after Kleanax, the son of Theokles, follows immediately the 
last text inscribed at the base of the left lateral, LB—W 265 (I.Jasos 
176: eighth stephanephorate of Apollo), but was inscribed c. 0.6 m 
below the top of the pilaster. LB—W 267 (I.Iasos 204), which belongs 
to the year after LB—W 266, since the list of contributors in 267 
begins with the agonothetes of the previous year Hermonax 
Poseidippou, who is also named as agonothetes in 266, follows after 
an interval of 0.075 m. There follows a short gap to the next list, 
which belongs to the stephanephorate of Sopatros; and a further 
interval of 0.27 m to the final three texts on the lateral (LB—W 270-2; 
IL. Iasos 205, 207, 208), which extend to its foot and form a sequence of 
three years. 

The final three lists are only partially transcribed in current 
editions.” A visit to Clandeboye house in 2000 provided an 
opportunity to review these and the other texts on the pilaster and 
to take new squeezes and photographs.” In the case of LB-W 270 
and 272 the texts recorded by Le Bas (and inherited in I. Iasos) can be 
corrected or supplemented in important details; the readings for 
the second text offered in LB—W and I.lasos, in contrast, are so 
incomplete that the edition offered here effectively becomes a new 
inscription. 


LB-—W 270 (I.Iasos 205; Brinck 1886: 234 no. 125) 


The text occupies a vertical space of 0.33 m, with a preserved width 
varying between 0.265—0.26 m Letter height 0.012-0.015, line inter- 
val 0.005 m Letter forms: alpha with straight crossbar, pi with over- 
hanging top bar, finished with serifs, and a shorter right hasta; sigma 
and mu have parallel outer strokes with deeply inset internal bars; 
theta is oval; rho has a large, rounded loop. 


8 Cf. LIasos I, pp. 2-3: ‘die Buchstaben auf der vorderen und auf der linken Seite 
sind im wesentlichen gut lesbar; auf der rechten Seite ist der Stein so stark abgenutzt, 
daf nur noch die drei oberen Inschriften zu entziffern, von der ttbrigen nur noch 
schwache Reste erkennbar sind’. 

” Tam very grateful to the Marchioness of Dufferin and Ava for allowing me to 
revisit the stones and to the Clandeboye archivist, Lola Armstrong, for her assistance. 
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émt orepavnddopov Ev@ua- 

dov Tob MeXavbiov 0b 

devtepov oredhavndopodr- 

Tos, dywvobérou dé Apa- 

kovtidou Tob Eppodapov: 

olde TeV TpdTepov émuvevoa[y]- 

tw év Avovvolois amédwKav: 
Méoxos Mécyou Spaxpas diaxo- 
atas,” Stnoioxos Anpuéov xaf v[t]o- 
Geotav 5¢ Deperiuov Spaxpds Sia- 
Kootas, Dikwv ’Odvuptriodapov 
dpaypas dvaxooias, * “OBpiwos 
Kryoupadvtos dpaxpas diaxoaial[s,| 
Exataios Atoo|Koupidov] 

Spaxpas duaxootas: 
Exataios OddAuddou “ 
[Splalx]uds Staxocias, . . * 
.os Nixoz[€]Alo]us? (i)-- * " -- 


dpaxpas €x[a]7[d]y. 


5 


Critical notes 


4-5: dywvobérov S€ Ap[a]|x[o]vriSou 706 Epyoddé7[ov] LB—W, corrected by 
Bliimel in I.Jasos, following Brinck: Ap[a]l«ovriSou 706 Epwoddp[o]v. The 
reading can now be completed from stone and squeeze. 

6-7: oide THY TpdTEpov érwev|odv||twv év Arovvallous da]é5wx[av], LB—W, 
followed by I.Iasos. 

12-14: dpaypyds dvalKooias ----- ] | Krnowdvros [Spayyas d1a]lKoota- 
[¢ -ee2+ ], LB-W, followed by IIasos. Omicron and sigma are compressed 
together at the end of line 12 and the loop of rho is incomplete, but the 
reading "OBpiwos at the end of 1.12 otherwise seems secure; Obrimos 
appears, apparently as a patronymic, in LB—W 273 (I.Iasos 209), and is the 
name of the stephanephoros of LB—W 299 (I.lasos 214). The transmitted 
reading of LB—W for the beginning of |. 14 (KOXTA) is seriously astray; 
dtaxoaia[s] can be read almost in full at the end of 1. 13, and a name is 
required here: the vertical of epsilon is incomplete, but otherwise Exaraios 
is clear. The following patronymic, beginning Avog-, is more marginal, but 
seems likely to belong to Aioo[xoupidou]. A AvooKxopidns Exaraio is named 
among the Iasian tamiai (‘treasurers’) in the decree concerning the sale of 
property belonging to conspirators against Mausolus (J.Jasos 1, 8-9), but a 
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familial relationship cannot be assumed for a homonym over the course of 
almost three centuries. 


15: [dpay]uds dialKocias], LB—W, followed by [Jasos; but the squeeze 
offers a fuller reading. 


16-17: Exaraios OvddAradou [Spalypas] dvaxocials, ----- ], LB-W, 
followed by I.Iasos. The first half of 1. 17 is eroded, but traces on the squeeze 
and the position of d:axooias indicate that the line began with [dp]a[y]uas 
and that there was a short vacat after the patronymic OvArddov at the end of 
the preceding line. The name of the last contributor, who seems to have been 
a metic, begins at the end of. 17 and carries over with a nominative termin- 
ation in -os at the beginning of 18. The patronymic seems to have begun 
Nix-. Traces on the squeeze suggest that the following letters may have 
been a small omicron and an overhanging tau: perhaps Nixo7[é]A[ous]. The 
ethnic cannot be distinguished among the remaining letter traces to the end 
of the line. 


18-19: [----- Spalypds éx]ardv, LB-W, followed by I.lasos. After Spayyds, 
which was missed by LB—W at the beginning of 19, traces of éx[a]7[d]v 
after initial epsilon and kappa are tightly compressed and hard to 
separate, although LB—W’s reading of ATON is not qualified as 
problematic. 


Translation 


In the stephanephorate of Euthiades the son of Melanthios, who was 
stephanephoros for the second time, and when Drakontides, [5] the son of 
Hermodoros, was agonothetes, the following of those who previously 
indicated their assent at the Dionysia paid (contributions): Moschos, the son 
of Moschos, 200 drachmas; Stesiochos, the son of Demeas, by adoption [10] 
the son of Pheretimos, 200 drachmas; Philon, the son of Olympiodoros, 
200 drachmas; Obrimos the son of Ktesiphon, 200 drachmas; Hekataios, the 
son of Dios[kourides], 200 [15] drachmas; Hekataios, the son of Ouliades, 
200 drachmas; -- the son of Nikot[eles (?) from --] 100 drachmas. 


LB-—W 271 (I.Jasos 207; Brinck 1886: 234 no. 126) 


Inscribed immediately below LB—W 270; the text occupies a vertical 
space of 0.315 m, its preserved width varying between 0.26 and 
0.23 m. Letter height 0.011—0.012 m, line interval 0.005-0.006 m. 
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The lettering, so far as it can be judged from the eroded surface, is 
broadly similar to that of LB—W 270. 


ert orehal[v] nddpov Op[da]- 
Niwvos tTlob E]3[Bov]Aw[ov,] 
dyewobero(v] 38 Za]udA(o0] 
70[6] Auyvlatov:] oid[e] rad[v] 
TpoTepov émuvevodlv]- 

twv é€[v] Arovuaiors] 
arédmxav: Apaxovtid|y]s 
Eppod[wplo[v dpaxpas] 
dvaxoaias,” Alv]teyéd[vy]s 
Mevexrclous Spax[pds 8:]- 
axoa{to}tas, Avovvark[Ajs] 
Havratv[o]y d[paxpa]s [d.]- 
axootas, KAealivjeros K[Ae]a- 
vaktos Spaxpas da[K]oot- 
as, Swotparidyns Swa[tpd]- 
Tov Opaxpas duaKocias, 
Mevexpatys Eppiov MvdAa- 


\ Vig , 
cevs Spaxpas éxarov. 


Critical notes 


LB—W 271 records the eponymous dating in lines 1-2 (éi oreda[v] y[¢dp]ou 
Oluda]lAliavlos [rod E]d[BovaAéSov,]), but otherwise has only sporadic 
letter traces for the remaining lines, for some of which Bliimel in LJasos 
207 offers possible interpretations, but no more than the shell of a text. 
Sufficient traces are discernible on the squeeze, however, for the whole list to 
be reconstructed. 

1-2: émt oredalv]y[ddplov "Oluda]lA[iwv]os [706 E]d[BovdAiSov], LB-W, 
followed by I. Iasos, on the basis of LB—W 272 (I.Iasos 208) 10-12. 

3-5: [dy] w[v]o8[érou dé ---- | ----- ode | trav mp]ore[pov €TLWEVTAVTWV eV 
Avovuaiors], Lasos, from the letters recorded by LB—W. LB-W, followed by 
Llasos, offers [A](vAdo[s | Etpy]vaiovu as the name of the former agonothetes 
and first contributor in LB—W 272 (I.Iasos 208, 7-9), but the two lists are 
consecutive and the name of the agonothetes can be completed and con- 
firmed from one to the next. 

6:.2.E....N, LB-Wad init.; [dy]w[vob]é[rns (2)], Migeotte 1993: 280 
n. 33. 
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7: AO .. 12, LB—W ad init. 
7-8: the first contributor, Drakontides the son of Hermodoros, is agonoth- 
etes in LB—W 270 (I.Iasos 205); the two lists are accordingly consecutive. 


8: .. O4 .. O, LB—-W ad init. Letter traces after Epyod[wp]o[v] should 
belong to dpayyds, but are hard to reconcile with individual letters. There 
seems to have been a short vacat at the end of the line. 


9: A, LB—W ad init. 

9-10: Antigenes the son of Menekles is agonothetes in I.Iasos 180, 4-5 
(LB—W 276). 

10-11: [----- Spaxpas S.]laxoai[as ----- ], L-Jasos from the traces recorded 
by LB-W. 

11: AKOSTSIAY, lapis. 

11-12: Dionysikles, the son of Pantainos, is agonothetes in I.lasos 183-4. 
122) Aaa st Q, LB-W ad init. 

12-13: [Spayydas SiJlaxoolas, ITodA€[u]a[pyos], Llasos (IIOAE.. A, 
LB-W). 

13-14: Kleainetos, the son of Kleanax, should be the son of Kleanax, the son 
of Kleainetos, in I.Iasos 163, 13 (LB—W 255). 

15:.. LO, LB—W ad init. 

16:..... O, LB—W ad init. 

17: E, LB—W ad init. 

18: EK, LB—W ad init. 


Translation 


In the stephanephorate of Omphalion, the son of Euboulides, and when 
Simalos, the son of Limnaios, was agonothetes, the following of those [5] 
who had indicated their assent previously at the Dionysia paid (contribu- 
tions): Drakontides, the son of Hermodoros, 200 drachmas; Antigenes, the 
[10] son of Menekles, 200 drachmas; Dionysikles, the son of Pantainos, 200 
drachmas; Kleainetos, the son of Kleanax, 200 drachmas; [15] Sostratides, 
the son of Sostratos, 200 drachmas; Menekrates, the son of Hermias, from 
Mylasa, 100 drachmas. 


20 


316 The Dionysia at Iasos 


LB-—W 272 (I.Iasos 208; Brinck 1886: 235 no. 127) 


Separated from LB—W 271 by an interval of 0.05 m. The text occupies 
a vertical space of 0.43 m, with an uninscribed space below of 
c. 0.25 m to the foot of the pilaster; the preserved width is 0.255 m. 
Letter height 0.013, line interval 0.005 m. There is a left margin 
of 0.015 m. The outlines of the lettering have been eroded some- 
what by exposure to time and rain, but seem to diverge from those 
of the preceding two inscriptions. The right hasta of pi descends 
closer to the base-line, phi is compressed to fit within the regular 
height of other letters; the right hasta of nu is raised above the 


base-line. 


emt orepavnddopou 

Apyeddov 706 Apax|ov]- 
Tos, aywvobérov 8[€] 
Mevinmov 706 Mevlim]- 

tou: olde TV TpdTeplov] 
émuvevodvtwy ev Ato- 

vuolois aTédwkay ayw- 
vobéryns Xipados 

Aipvaiov dpaxpas 
diakoaias, orepavy- 

dopos Oudadriowv Ed- 
BovdjiSov Spaxpas d[c]- 
akootas: ” yopnyoi: Liula]- 
[Ao]s [A] uzvatov dpaypuals] 
dcaxoo|ias, ---] ; 
-EI[--- dpaxpds] 

dvaxoaias, [” IT] v0 [i] av 
[Ta] ppevicxov xaP v|iozot]- 
av djé Eppailo]xov [Spaypas] 
diaxolaias, ” S'a[m]altpos (2)] 
... o€ov Spaypas [dia] - 
Kolaias,” Nikwv.... 


....0v Ayatos dpayn[as] 


éxa]76v. 
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Critical notes 


4-5: Mevimmov r06 [Kpdary]lzos, LB—W, questioned by Brinck; [TOY is clear 
on the stone at the beginning of 5 for LB—W’s TO, and the first three 
letters of the patronymic at the end of the previous line seem to be mu 
(damaged on the right), epsilon (lower bar missing), nu. 


5: oide ta@v mp|drepov], LB—W, followed by I Iasos. 


7-9: [dyw]lvobérns [A] ivAro[s | Eipy]vatov, LB—W, followed by I Iasos; but 
the reading on the stone is clear. 


10-11: oredalvy]|popalv Op|darttwv EvlBovriSov Spay[uas S:Jlaxooi[as], 
LB-W, followed by IJasos. The present participle was questioned by 
Maddoli (2000) 30, who suggested oredalvy]ddpols], which can now be 
confirmed from the stone. 


13-14. X..... | . OX, LB-W, followed by LIasos; the omicron in the 
second letter space in |. 14 is now lost, but the reading of 13-14 seems 
otherwise assured. It is interesting to see Simalos, the son of Limnaios, who 
contributed in fulfilment of a pledge as agonothetes in the preceding year, 
also having made a similar commitment as choregos. 


15-24: the stone is now fractured across ll. 15-17 and has lost 2-3 letters 
and the margin on its left edge; the gap in 15-17 has been filled with 
cement and plaster, so that no traces of the original surface remain. Readings 
transmitted by LB—W are underlined. 


17: ad fin. [Ad]co[s], LB-W. The first half of 1.17, where LB—W read 
dvaxoaias, is now lost; letter traces in the second half of the line are likely 
to correspond to the name of a contributor (whose patronymic and 
adopted name follow in Il. 18-19), separated from diaxocias by a short 
vacat. Where LB—W read sigma, the stone seems to show the branches of 
upsilon; the following round letter could be theta as well as omicron and 
is separated by a short letter space from omega and nu, suggesting 
[IT] v6[i] av. 


18-20: ITappevidou S[paxuds | S]eaxo[oias . .JOY[. . .], Llasos, follow- 
ing LB—W. In]. 18 the stone seems to show sigma followed by a compressed 
kappa after JTAPMENI. Instead of the delta read after the patronymic by 
LB-W the traces visible now on the stone suggest kappa followed by the 
lower half of an alpha, the central dot and eroded outline of theta and the 
branches of upsilon. The letters recorded by LB—W at the beginning of 1. 19 
are incompatible with letter traces on the stone which seem to belong to 
epsilon followed by the patronymic Epyai[o]xov. The reading inherited 
by I.Jasos from LB—W would require an unusually short name—patronymic 
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combination to allow an additional contributor to be inserted into I. 19-20. 
The new readings indicate instead that the name of the contributor in 
ll. 17ff. was an extended one, including a notice of adoption in 19-20, where 
Kal v[tomoilav] (cf. LIasos 215, 2; 230, 2) fits the lacuna better than 
the more common formula xa@ viofeciav, with the sum of the contri- 
bution recorded at the beginning of 1. 20, where the letter traces suggest 
[Saxo] ofas. 

20-22: --++-+++-+-+- | [----]éov Spax[uds --], Llasos following LB-W, 
but more can now be read on the stone. After [dvaxo]aias a vacat of two 
letter spaces is followed by the upper bar and internal angle of sigma, a clear 
omega, an indistinguishable trace, alpha, and room for a further 4-5 lost 
letters, indicating Xw[z]a[ztpos]. Traces of a possible sigma before [--]éou 
in 1. 21 suggest that the contributor’s patronymic may have been Thraseas 
([@pa] céov) rather than Aristeas, Demeas, Menneas, Proteas, or Hybreas. 


22-4; ------------- | [--++=- Jasov[-- Spaypyds] | éxardv, LIasos, fol- 
lowing LB—W. The name and ethnic of the metic contributor are new, but 
little otherwise can be added to LB—W’s readings. 


Translation 


In the stephanephorate of Archelaos, the son of Drakon, and when 
Menippos, the son of Menippos, was agonothetes,[5] the following of those 
who had indicated their assent previously at the Dionysia paid (contri- 
butions): as agonothetes Simalos, the son of Limnaios, 200[10] drachmas; 
as stephanephoros Omphalion, the son of Euboulidou, 200 drachmas; as 
choregoi: Simalos, the son of Limnaios, 200[15] drachmas;—the son of—200 
drachmas; Pythion, the son of Parmeniskos, adopted son of Hermaiskos, 
200[20] [drachmas]; Sopatros, the son of -seas, 200 drachmas; Nikon, the 
son of -os, from Achaia, 100 drachmas. 
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Appendix 1: Contributors to the Iasian Dionysia 


(n.n. indicates a lost name) 


ile 


13. 


14. 


15. 


16. 


17. 


18. 


Admetos, son of Hekataios: as choregos paid for the auletes Nikokles 
(LB-W 254; I.Iasos 162). 


. Aerion, son of Hierokles, son of Aristogenes: 200 dr. (LB—W 285; I. lasos 


200). 


. Aischines, son of Apollonios: 200 dr. (LB—W 260; I.Iasos 171). 
. Aischines, son of Phanias: 200 dr. as choregos of previous year (I.Iasos 


217). 


. Aischines, son of Theodoros: 200 dr. as choregos of previous year 


(Maddoli 2000: B3). 


. Aison, son of Stephanios: 200 dr. as agonothetes of previous year (I.lasos 


201). 


. Anaximenes, son of Apollodoros: 200 dr. as choregos of previous year 


(L.Iasos 184). 


. Androkles, son of n.n.: 200 dr. as choregos of previous year (I.Jasos 203). 
. Antheas, son of Meniskos: [200 dr.] as choregos of previous year (LB- 


W 293; LIasos 192). 


. Antigenes, son of Menekles: 200 dr. (LB—W 271; I.Iasos 207); separately 


attested as agonothetes in LB—W 276 (I.Jasos 180). 


. Antikrates, son of n.n. (Maddoli 2000: B1). 
. Antipatros, son of Menekles: 200 dr. as choregos of previous year (LB- 


W 287; I.Jasos 186); probably father of Menekles, son of Antipatros 
(no. 126). 

Apollodoros, son of Charmos: as agonothetes paid for the komoidos 
Sosylos for two days (LB—W 252; I.Iasos 160). 

Apollonides, son of Aristippos: 200 dr. as agonothetes of previous year 
(LB-W 265; I.Iasos 176). 

Apollonides, son of Hekataios: 200 dr. as choregos of previous year 
(LB—W 296; I.Iasos 195). 

Apollonios, son of Dionytas: 200 dr. (LB—W 268; I.Iasos 206). 
Apollonios, son of Iatrokles: 200 dr. as agonothetes of previous year 
(LB-W 287; I.Iasos 186); a second contribution of 200 dr. as choregos of 
previous year (LB—W 287; I.Iasos 186). 

Apollonios, son of Menipos: 200 dr. as choregos of previous year (I.Iasos 
201). 


320 


19. 


20. 


21. 


22. 


23. 


24, 


25. 
26. 
27. 
28. 
29. 


30. 
Si, 


32. 


33. 


34. 


35. 
36. 


37. 


38. 


39. 
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Apollonios, son of Menodoros: 200 dr. as choregos of previous year 
(LB—W 293; I.Iasos 192). 

Apollonios, son of Paionios: 200 dr. as agonothetes of previous year 
(LB-W 263; I.Iasos 174). 

Archytas, son of n.n.: 200 dr. as choregos of previous year (LB—W 289; 
LIasos 188). 

Aretaios, son of Aischines, natural son of Phanias: 200 dr. as agonothetes 
of previous year; also contributed 200 dr. as choregos of previous year 
(L.Iasos 217). 

Aristeas, son of Aristeas, natural son of Thaumasios: 200 dr. as choregos 
of previous year (LB—W 292; I.Iasos 191). 

Aristeas, son of Aristeas: 200 dr. as choregos of previous year (Maddoli 
2000: B3); possibly to be identified with no. 23, but the names are 
common and the papponymic in 23 may be used to avoid ambiguity. 
Aristeas, son of Melanion: 200 dr. as choregos of previous year (LB— 
W 297; LlIasos 196). 

Aristeas, son of Philokles: 200 dr. (LB—W 268; I.Iasos 206). 

Aristeides, son of Antimenes: 200 dr. (LB—W 265; I.Iasos 176). 
Aristides, son of Menekrates, adopted son of [-]menes: 200 dr. as agono- 
thetes (LB—W 274; I.Iasos 178). 

Aristion, son of Sophron: 200 dr. as choregos of previous year (LB— 
W 284; LIasos 199). 

Aristippos, son of Dorotheos: 200 dr. (LB—W 264; I.Iasos 175). 
Aristokritos, son of Aristokritos: 506 dr. contribution to construction of 
theatre (LB—W 276; I.Iasos 180), 

Aristokritos, son of Glaukos, adopted son of Diodoros: as former chore- 
gos paid for the auletes Kraton Zotichou of Kalchedon for two days 
(LB-W 255; I.Iasos 163). 

Aristokritos, son of Menestheus: 200 dr. as choregos of previous year 
(L.Iasos 215); brother of Isidoros (no. 97) and Menestheus (no. 130). 
Aristomachos, son of Eirenaios: 200 dr. as choregos of previous year 
(LB-W 297; I.Iasos 196). 

Ari[-], son of n.n.: 200 dr. as choregos of previous year (I.Jasos 202). 
Artemidoros, son of Diotimos: 200 dr. as choregos of previous year 
(I.Iasos 201). 

Astiades, son of Pindaros: 200 dr. as agonothetes of previous year (LB— 
W 286; I.Iasos 185); separately attested as stephanephoros in I Iasos 202. 
Bloson, son of Pythion: as choregos of previous year paid for the 
komoidos Sosylos for one day (LB—W 252; I.Iasos 160). 

Bloson, son of Pythion: probably grandson of Bloson (no. 38); 200 dr. as 
agonothetes of previous year (LB—W 291; I.Iasos 190). 


40. 


4l. 


42. 


43. 


44, 


45. 


46. 


47. 


48. 


49. 


50. 
51. 


52. 


53. 


54. 


55. 
56. 
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Boethos, son of Dionysodoros: 200 dr. as choregos of previous year 
(Maddoli 2000: B2). 

Bryon, son of Aristoneikos: 200 dr. (LB—W 260; I.Iasos 171).*° 

Chares, son of Chares: 200 dr. as choregos of previous year (LB—W 292; 
I.Iasos 191); a second contribution of 200 dr. as agonothetes of previous 
year (LB—W 297; I.Iasos 196). 

Charidemos, son of Theophilos: as former choregos paid for the 
komoidos Athenodoros (LB—W 255; I.Iasos 163). 

Chrysippos, son of Apollonios: 200 dr. as choregos of previous year 
(LB—W 288; I.Iasos 187); subsequently attested as gymnasiarchos of the 
presbyteroi in I.Iasos 23, 8-9. 

Deinon, son of Diouches: as choregos of previous year paid for the 
auletes Nikon for one day (LB—W 258; I.Iasos 166); probably the father 
of Diouches, son of Deinon (no. 59). 

Demetrios, son of Alexis: 200 dr. as choregos of previous year (LB— 
W 293; LlIasos 192). 

Demetrios, son of Apollodoros: as former choregos paid for the 
komoidos Athenodoros Herakleidou for one day (LB—W 257; I.Iasos 
165). 

Demetrios, son of Automates: 200 dr. as choregos of previous year 
(LB-W 298; I.Iasos 197). 

Demetrios, son of Demetrios, adopted son of Menekles: 200 dr. as 
agonothetes of previous year (LB—W 284; I.Iasos 199). 

Diodoros, son of Satyros: 200 dr. (LB—W 263; I. Iasos 174). 

Diogenes, son of Melanthos: 200 dr. as choregos of previous year (LB— 
W 283; LJIasos 198). 

Diognetos, son of Diophantos: 200 dr. as choregos of previous year 
(LB-W 288; I.Iasos 187). 

Dionysikles, son of Pantainos: 200 dr. (LB—W 271; Llasos 207); 
separately attested as agonothetes in I.lasos 183-4. 

Dionysios, son of Menippos: 200 dr. as choregos of previous year (LB— 
W 294; L.Iasos 193). 

Dionysios, son of Pamphilos: 200 dr. (LB—W 264; I.Iasos 175). 
Dionysios, son of [-]nos: 200 dr. as choregos of previous year (I.lasos 
917); 


© Bryon’s name is restored as Bp(i/)xwv at IJasos 171, 15-16 (these lines are 
omitted in LB—W), but the letters have been painted in misleadingly on the Clande- 
boye pilaster and Maddoli (2000) B3, 2-3 (dywvo6€l[r]ou Aprotovetxou rob Bptvwvos: 
‘when Aristoneikos, the son of Bryon, was agonothetes’) now offers the correct form; 
Aristoneikos, the son of Bryon, may be the son of Bryon, the son of Aristoneikos, 
although an interval of more than half-a-century separates them. 
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57. 


58. 


59. 
60. 


61. 


62. 


63. 


64. 


65. 


66. 


67. 


68. 


69. 


70. 


71. 


72. 
73. 


7A. 
75. 


76. 
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Dionytas, son of Dionysodoros: 200 dr. as choregos of previous year 
(Maddoli 2000: B2). 

Diotimos, son of Diotimos: 200 dr. as choregos of previous year (LB— 
W 287; LIasos 186). 

Diouches, son of Deinon: 200 dr. (LB—W 262; I.Iasos 173). 

Dorotheos, son of Minnion: 200 dr. [as agonothetes of previous year] 
(LB-W 285; I.Iasos 200). 

Drakon, son of Nebrides: 200 dr. as choregos of previous year (LB— 
W 286; LIasos 185). 

Drakontides, son of Diokles: 200 dr. as choregos of previous year (LB— 
W 295; LlIasos 194). 

Drakontides, son of Hermodoros: 200 dr. as agonothetes of previous year 
(LB-W 271; I.Iasos 207). 

Dymas, son of Antipatros: as choregos of previous year paid for the 
komoidos Sosylos for one day (LB—W 252; I.Iasos 160); separately 
attested as tragic poet honoured twice by the Samothracians (J.Iasos 
153). 

Eirenaios, son of Hermias: 200 dr. as choregos of previous year (I.Jasos 
184). 

Eirenion, son of Sostratos: 200 dr. as choregos of previous year (Maddoli 
2000: B2). 

[Eu]damos, son of Kydikles: 200 dr. as agonothetes of previous year 
(LB-W 299; I.Iasos 214). 

Euthiades, son of Melanthios: 200 dr. as agonothetes of previous year 
(LB-W 262; Ilasos 173); separately attested twice as stephanephoros in 
LB-W 267 (I.Jasos 204) and 270 (I.Iasos 205). 

Glaukos, son of Aristeas: 200 dr. (LB—W 285; I.Iasos 200). 

Glaukos, son of Hybreas: 200 dr. jointly with his brother Menippos 
(no. 133) and Lysis the son of Phaidros (no. 118) (LB—W 261; IIasos 
172); another contribution of 200 dr. (LB—W 265; I.Iasos 176). 
Hegemon, son of Po[seidip]pos: 200 dr. as choregos of previous year 
(LB-W 297; I.Iasos 196). 

Hekataios, son of Dios[kourides]: 200 dr. (LB—W 270; I.Iasos 205). 
Hekataios, son of Menekles: 200 dr. as choregos of previous year 
(Maddoli 2000: B2). 

Hekataios, son of Ouliades: 200 dr. (LB—W 270; I.Iasos 205). 

Helenos, son of Theodotos: 200 dr. probably as choregos of previous 
year; separately attested as current agonothetes in same text (LB—W 267; 
LIasos 204). 

Heliodotos, son of Aristokritos: 200 dr. as choregos of previous year 
(LB-W 295; I.Iasos 194). 


77. 


78. 


79. 


80. 
81. 


82. 


83. 


84. 


85. 


86. 


87. 


88. 
89. 


90. 


91. 


92. 


93. 
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Heraios, son of n.n.: 200 dr. as choregos of previous year (LB—W 286; 
LIasos 185). 

Herakleitos, son of Phormion: as former choregos paid for the komoidos 
Athenodoros (LB—W 255; I.Iasos 163). 

Hermaiskos, son of Epigonos: 200 dr. (LB—W 262; I.Iasos 173). 
Hermias, son of Leodamas: 200 dr. (LB—W 264; I.Iasos 175). 

Hermias, son of Melas: 200 dr. as choregos of previous year (I.Jasos 184); 
Hermias, son of Melas, epistates in LJasos 39, 2-5, may belong to an 
earlier generation of the same family. 

Hermias, son of Meno[dot]os: 200 dr. as choregos of previous year (LB— 
W 289; L.Iasos 188); possibly to be identified, as in I. Iasos, with Hermias, 
son of Menophilos (no. 83). 

Hermias, son of Menophilos: 200 dr. as choregos of previous year (LB— 
W 297; LlIasos 196). 

Hermodoros, son of Drakontides: 300 dr. pledged as agonothetes of 
previous year (LB—W 252; I.lasos 160); probably the father of Drakon- 
tides, son of Hermodoros (no. 63). 

Hermogenes, son of Apollodoros: 200 dr. as choregos of previous year 
(LB-W 283; I.Iasos 198). 

Hermogenes, son of Minnion, son of Hermogenes: 200 dr. as choregos of 
previous year (LB—W 287; L.lasos 186); separately attested as strategos 
in I.Jasos 264, 2. 

Hermonax, son of Poseidippos: as former choregos paid for one stone 
bench (LB—W 256; I.Iasos 164); a second contribution of 200 dr. as 
agonothetes of previous year (LB—W 267; I.Iasos 204). 

Hierokles, son of n.n.: 200 dr. as choregos of previous year (I.Iasos 203). 
Hierokles, son of Phi[lon]: as choregos of previous year paid for the 
tragoidos Herakleides for one day (LB—W 258; I.Iasos 166). 
Hippokleides, son of Herakleides: 200 dr. pledged perhaps as agonoth- 
etes of previous year; the payment was made by his children through 
their epitropoi Minnion, son of Menippos, and Pausanias, son of 
Herakleides, presumably because Hippokleides had died in the interval 
(I.Iasos 184). 

Hippokrates, son of Dionysi{-]: 200 dr. as choregos of previous year 
(L.Iasos 216). 

Hippokrates, son of Leontiskos: 200 dr. as choregos of previous year 
(LB-W 292; I.Iasos 191). 

Hippokrates, son of Metrodoros: as former choregos paid for the 
komoidos Athenodoros Herakleidou for one day (LB—W 257; I.Iasos 
165); a second contribution of 200 dr. as agonothetes of previous year 
(LB-W 261; I.Iasos 172). 
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94. 


95. 


96. 


97; 


98. 


99: 


100. 


101. 


102. 


103. 


104. 


105. 


106. 


107. 


108. 


109. 
110. 


111. 
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Hysaldomos, son of Antigonos: 200 dr. as agonothetes of previous year 
(I.Iasos 215). 

Iason, son of Aretaios, natural son of Menippos: 200 dr. (LB—W 263; 
I.Iasos 174). 

Iason, son of Proteas: 200 dr. as choregos of previous year (I.Jasos 
201). 

Isidoros, son of Menestheus: 200 dr. as choregos of previous year 
(I.Iasos 215); brother of Menestheus (no. 130) and Aristokritos (no. 
33), 

Kallimedes, son of Plousion: 200 dr. as agonothetes of previous year 
(LB-W 283; I.Iasos 198). 

Kleainetos, son of Kleanax: 200 dr. (LB—W 271; I.Iasos 207). 

Kleanax, son of Kleainetos: as former agonothetes paid for the komoidos 
Athenodoros (LB—W 255; I.lasos 163); probably father of Kleainetos, 
son of Kleanax (no. 99). 

Kleanax, son of Theokles: as former choregos paid for the tragoidos 
Lykophron (LB—W 256; I.Iasos 164); separately attested as stephane- 
phoros (LB—W 259-66; I.Iasos 170-7). 

Kleon, son of Antinikos: 200 dr. (LB—W 264; I.Iasos 175). 

Ktesias, son of Metrodoros: as former choregos paid for the komoidos 
Athenodoros (LB—W 255; I.Iasos 163). 

Kydias, son of Hierokles: as agonothetes paid for the Boiotian auletes 
Mnasias Pyrrilou; also met the costs of the procession, sacrifices and 
perquisites of Dionysos (LB—W 253; I.Iasos 161); as stephanephoros paid 
for the kitharistes Pythion and auletes Nikokles (LB—W 254; I.Iasos 162). 
Kydias, son of Menexenos: as agonothetes jointly paid for the komoidos 
Eukles, son of Iambos, for two days (LB—W 284; I.Iasos 199); separately 
attested as stephanephoros in LB—W 286 (I.Iasos 185); possibly the son 
of the Iasian ambassador Menexenos, son of Kydias, in I. Priene 53, 
37 (190s BC). 

Kydias, son of Poseidippos: former choregos, paid for one stone bench 
(LB-W 256; I.Iasos 164). 

Kydikles, son of Kydikles: contributed 500 dr. to the construction of the 
theatre (I.Iasos 183). 

Kydikles, son of Lysen: 200 dr. as agonothetes of previous year (LB—W 
266; I. Iasos 177). 

Lachares, son of Athenodoros: 200 dr. (LB—W 261; I.Iasos 172). 

Leon, son of Demetrios: as choregos paid for the kitharistes Apollonios 
Theogenou from Myndos (LB—W 253; I.Iasos 161). 

Leon, son of Iason: as former choregos paid for the komoidos Atheno- 
doros (LB—W 256; I.Iasos 164). 


112. 


113. 


114. 


115. 


116. 


117. 


118. 


119. 


120. 


121. 


122. 


123. 
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Leon, son of Menon (patronymic given as Menoitas in LB—W 297; 
I Iasos 196): 200 dr. as agonothetes of previous year (LB—W 298; I.Iasos 
197). 

Leon, son of n.n.: 200 dr. as choregos of previous year (J.Iasos 
216). 

Leontiades, son of Herakleides, natural son of Demeas: 200 dr. (LB— 
W 267; L.Iasos 204); a second contribution of 200 dr. as stephanephoros 
of previous year (Maddoli 2000: B2). Leontiades seems to have been 
stephanephoros twice (see Appendix 2 below). 

Leontiades, son of Hermias: 200 dr. as choregos of previous year 
(LB-W 286; I.Iasos 185). 

Leontiskos, son of Hippokrates: 200 dr. as choregos of previous year 
(Llasos 217); probably father of Hippokrates, son of Leontiskos 
(no. 92). 

Limnaios, son of Eudoros: 200 dr. as agonothetes of previous year 
(LB-W 292; I.Iasos 191). 

Lysis, son of Phaidros (grandson of Hybreas, the son of Menippos): 
200 dr. jointly with Glaukos, the son of Hybreas (no. 70) and the 
latter’s brother Menippos (no. 133) (LB—W 261; I.Iasos 172). 
Mandron, son of Phanokritos: as former choregos paid for the 
komoidos Athenodoros Herakleidou for one day (LB—W 257; I. lasos 
165). 

Melanippos, son of Ephesios: 200 dr. (LB—W 259; I.Iasos 170). 
Melanthios, son of Melanippos: 200 dr. as choregos of previous year 
(LB—W 298; I.Iasos 197). 

Melas, son of Pollis: 200 dr. (LB—W 263; I.Iasos 174). 

Menedemos, son of Artemon: as choregos paid for the kitharistes 
Eualkes (LB—W 252; I.lasos 160); probably brother of Menon (no. 
139). 

Menedemos, son of Menedemos, son of Damokrates: 200 dr. as 
agonothetes of previous year (LB—W 289; I.Iasos 188). 

Menedemos, son of Menekrates: 200 dr. as choregos of previous year 
(LB-W 294; I.Iasos 193). 

Menekles, son of Antipatros: 200 dr. as choregos of previous year 
(LB—W 292; I.Iasos 191). 

Menekles, son of Hekataios: 200 dr. (LB—W 266; I.Iasos 177). 
Menekles, son of Hierokles: as choregos paid for the auloidos Metanei- 
ros for two days (LB—W 254; I.Iasos 162). 

Menestheus, son of Isidoros: 200 dr. as agonothetes of previous year 
(I.Iasos 216); probably the father rather than the son of Isidoros, son of 
Menestheus (no. 97). 
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Menestheus, son of Menestheus: 200 dr. as choregos of previous year 
(I.Iasos 215); brother of Aristokritos (no. 33) and Isidoros (no. 97). 
Menexenos, son of Poseidippos: 200 dr. (LB—W 260; IIasos 171); 
a second contribution of 200 dr. [as agonothetes of previous year] 
(LB—W 268; I.Iasos 206). 

Menippos, son of Aristeus: 200 dr. as choregos of previous year (LB—W 
284; I.Iasos 199). 

Menippos, son of Hybreas: 200 dr. jointly with Glaukos, son of 
Hybreas (no. 70) and Lysis, son of Phaidros (no. 118) (LB—W 261; 
LIasos 172). 

Meniskos, son of Drakon, son of Meniskos: 200 dr. as agonothetes 
of previous year, with a second contribution of 200 dr. as choregos of 
previous year (LB—W 296; I.Iasos 195). 

Menitas, son of Maiandrios: as former choregos paid for the komoidos 
Athenodoros (LB—W 255; I.Jasos 163). 

Menodotos, son of Apollonios: 200 dr. as choregos of previous year 
(LB-W 286; I.Iasos 185). 

Menoitios, son of Hierokles: as choregos paid for the kitharistes 
Apollonios Theogenou from Myndos (LB—W 253; I.lasos 161); separ- 
ately attested as epistates of the prytaneis in I.Iasos 4, 36-9. 

Menoitios, son of Satyrion: 200 dr. as choregos of previous year (LB—W 
298; I.Iasos 197). 

Menon, son of Artemon: as choregos paid for the kitharistes Eualkes 
(LB-W 252; I.Iasos 160); probably brother of Menedemos (no. 123). 
Menotimos, son of Podon: 200 dr. as choregos of previous year (LB—W 
294; I.Iasos 193). 

Metris, son of Metris: 200 dr. as choregos of previous year (LB—W 283; 
LIasos 198). 

Metrodoros, son of Menophilos: 200 dr. as agonothetes of previous year 
(LB-W 288; I.Iasos 187). 

Metrophantos, son of Demophon: 200 dr. (LB—W 263; I.Iasos 174). 
Metrophantos, son of Eudamis: 200 dr. as choregos of previous year 
(LB-W 286; I.Iasos 185). 

Mnesitheos, son of Athenodoros, natural son of Menedemos: 200 dr. 
as agonothetes of previous year (LB—W 294; I.Iasos 193). 

Moschion, son of Antiphon: as agonothetes of previous year paid for 
the auletes Nikon for one day (LB—W 258; I Iasos 166). 

Moschos, son of Aglaophon, natural son of Menedemos: 200 dr. as 
choregos of previous year (LB—W 284; I.Iasos 199). 

Moschos, son of Moschos: 200 dr. [as agonothetes of previous year] 
(LB—W 270; I.Iasos 205). 
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Nemertes, son of Theotimos: paid for the kitharistes Eualkes in fulfil- 
ment of pledge made as stephanephoros of previous year (LB—W 252; 
IIasos 160). 

Noumenios, son of Noumenios, son of Sosibios: 200 dr. (LB—W 285; 
I.Iasos 200). 

Nysios, son of Ktesikles: 200 dr. as choregos of previous year (LB—W 
283; I.Iasos 198); a second contribution of 200 dr. as agonothetes of 
previous year (Maddoli 2000: B3). 

Obrimos, son of Ktesiphon: 200 dr. (LB—W 270; I.Iasos 205). 
Olympiodoros, son of Phi[lon]: as agonothetes paid for the tragoidos 
Herakleides for one day (LB—W 258; [Jasos 166); Olym[piodoros 
Philonos] is also partially restored as a former choregos paying for a 
second day’s performance by Herakleides (LB—W 258; IIasos 166); 
probably the father of Philon, son of Olympiodoros (no. 159). 
Omphalion, son of Euboulides: 200 dr. as agonothetes of previous 
year (LB—W 264; Llasos 175); a second contribution of 200 dr. as 
stephanephoros of previous year (LB—W 272; I.Iasos 208). 

Onatas, son of Menophilos: 200 dr. (LB—W 285; I.Iasos 200). 

Ouliades, son of Athenagoras: 200 dr. as choregos of previous year 
(LB-W 298; I.Iasos 197). 

Pantainos, son of Hierokles: as stephanephoros paid for the Boiotian 
auletes Mnasias Pyrrilou (LB—W 253; I.lasos 161); subsequently as 
agonothetes paid for the Boiotian auletes Satyros Aristokleious for two 
days (LB—W 255; I.Iasos 163). 

Philokles, son of Aristeas: 200 dr. (LB—W 259; I.Iasos 170); a second 
contribution of 200 dr. as agonothetes of previous year (LB—W 260; 
I.Iasos 171); probably the father of Aristeas, son of Philokles (no. 26). 
Philon, son of Olympiodoros: 200 dr. (LB—W 270; I.Iasos 205). 
Phrixos, son of Satyros: 200 dr. (LB—W 285; I. Iasos 200). 

Pixodaros, son of Pixodaros: 200 dr. (LB—W 268; I.Iasos 206). 
Polemarchos, son of Artemon: 200 dr. (LB—W 259; I.Iasos 170); a sec- 
ond contribution of 200 dr. as agonothetes of previous year (Maddoli 
2000: B2). 

Polyainos, son of Dorotheos: 200 dr. (LB—W 260; I.Iasos 171). 
Polygnotos, son of Demophon: 200 dr. (LB—W 266; I.Iasos 177). 
Porphyros, son of Porphyros: 200 dr. (LB—W 268; I.Iasos 206). 
Poseidippos, son of Symmachos: 200 dr. (LB—W 262; I.Iasos 173). 
Posittas, son of Aristokrates: contributed 500 dr. to the construction of 
the theatre (I.Iasos 183), 

Pyrgion, son of Pyrgion: 200 dr. as choregos of previous year (J.Iasos 
201). 
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Pyron, son of Lasios: 200 dr. (LB—W 259; I.Iasos 170). 

Pythion, son of Parmeniskos, adopted son of Hermaiskos: 200 dr. as 
choregos of previous year (LB—W 272; I.Iasos 208). 

Python, son of Skylax: as former choregos paid for the choropsaltria 
Kleino Euandrou for two days (LB—W 257; I.Iasos 165). 

P[...]tes, son of Theudotos: contributed 1500 dr. to the construction of 
the theatre (I.Iasos 182). 

Samios, son of Eupolemos: 200 dr. as choregos of previous year 
(Maddoli 2000: B3). 

Simalos, son of Kydias: 200 dr. as agonothetes of previous year (LB—W 
293; [.Iasos 192). 

Simalos, son of Laios, possibly the same man as Simalos, son of 
Limnaios (no. 176): 200 dr. as choregos of previous year (LB—W 286; 
LIasos 185). 

Simalos, son of Limnaios: 200 dr. as agonothetes of previous year 
(LB-W 272; I.Iasos 208); a second contribution of 200 dr. as choregos 
of previous year (LB—W 272; I.Iasos 208). 

Sopatros, son of Epikrates: 200 dr. [as agonothetes of previous year], 
(LB—W 259; Llasos 170). Additionally made major contribution to 
the repair of the supporting wall of the theatre, a segment of seating 
and the bema (LB—-W 269; Llasos 249). Separately attested as 
stephanephoros (LB—W 268; I.Iasos 206), as well as former choregos 
(LB-W 269; I.Iasos 249), and gymnasiarchos and dedicator of a stoa 
(I.Iasos 250). 

Sopatros, son of [-]seas: 200 dr. as choregos of previous year (LB- 
W 272; LIasos 208). 

Sostratides, son of Sostratos: 200 dr. (LB—W 271; I.Iasos 207). 

Sotadas, son of Nikaristos: 200 dr. as choregos of previous year (LB- 
W 288; I.Iasos 187). 

Stesiochos, son of Demeas, adopted son of Pheretimos: 200 dr. 
(LB-W 270; I.Iasos 205); possibly, son of the stephanephoros Demeas, 
son of Stesiochos (I.Jasos 150, mid-210s Bc). 

Taurion, son of Hekataios: as former choregos paid for the komoidos 
Athenodoros (LB—W 256; I.Iasos 164). 

Telesias, son of Te[lesias]: 200 dr. as choregos of previous year (LB—W 
289; I.Iasos 188). 

Thalieuktos, son of Antiphon: 200 dr. (LB—W 265; I.Iasos 176). 
Theaitetos, son of Melanion: as agonothetes of previous year paid for 
the komoidos Athenodoros Herakleidou for one day (LB—W 257; I.Iasos 
165); also paid for [the same] komoidos for one day as former choregos 
(LB-W 257; I.Iasos 165). 
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Theodoros, son of Laios: 200 dr. as choregos of previous year (LB- 
W 293; LJasos 192). 

Theodoros, son of Melanion: 200 dr. as agonothetes of previous year 
(LB—W 295; I.Iasos 194); a second contribution of 200 dr. as choregos of 
previous year (LB—W 295; I.lasos 194); separately attested as secretary 
of the strategoi in I.Iasos 264, 7-8. 

Theodotos, son of Theodotos, son of Timarchos: 200 dr. as choregos 
of previous year (LB—W 284; I.Iasos 199). 

Theodotos, son of Theodotos: 200 dr. as choregos of previous year 
(LB—W 295; I.Iasos 194). 

Theophilos, son of Anaxippos: 200 dr. as choregos of previous year 
(LB-W 294; I.Iasos 193). 

The|[-], son of [-]teros (?): 200 dr. as choregos of previous year (I.Iasos 
184). 

Thraseas, son of Asandros: 200 dr. (LB—W 266; I.Iasos 177). 
Xenokrates, son of Apatourios: 200 dr. as choregos of previous year 
(LB—-W 288; I.Iasos 187). 

Zoilos, son of Mneseas: 200 dr. as agonothetes of previous year (LB- 
W 290; LIasos 189). 

[-]anos, son of Hermokrates: 200 dr. (LB—W 280; I.Iasos 212). 
[-]demos, son of n.n.: [200 dr.] (LB—W 280; I.Iasos 212). 

[-Jenes, son of Apollas: 200 dr. as choregos of previous year (I.Jasos 
202). 

[-]tios, son of Eikadion: 200 dr. as choregos of previous year (Maddoli 
2000: B3). 

n.n., son of Androklos: [200 dr.] as choregos of previous year (I.Iasos 
203). 

n.n., son of Apollodoros: 200 dr. as agonothetes of previous year (I.Iasos 
202). 

n.n., son of Aristokrates: 200 dr. as choregos of previous year (I.Iasos 
216). 

n.n., son of Demetrios: 200 dr. as choregos of previous year (LB—W 291; 
IIasos 190). 

n.n., son of Hierokles (Maddoli 2000: B1). 

n.n., son of n.n., son of Diokles: 200 dr. as choregos of previous year 
(LB-W 291; I.Iasos 190). 

n.n., son of Obrimos: 200 dr. (?) (LB—W 273; I.Iasos 209). 

n.n., son of [-]onos: 200 dr. as choregos of previous year (I.Iasos 202). 


Metic contributors: 


207. 


Agathinos, son of Leon (Apameia): 100 dr. (LB—W 294; I.Iasos 193). 
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Agathoboulos, son of Dionysios (Alinda): 100 dr. (LB—W 262; I Iasos 
173). 

Agathokles, son of Hierokles (metic): as former choregos paid for the 
komoidos Athenodorus Herakleidou for one day (LB—W 257; Llasos 
165). 

Apollonios, son of Bion (metic): former choregos, paid for the 
choropsaltria Kleino Euandrou for two days (LB—W 257; LJlasos 
165). 

Apollonios, son of Phanokritos (metic): former choregos, paid for the 
komoidos Theodoros (LB—W 256; I.Iasos 164). 

Asklepiades, son of Hipponikos (Phaselis): 100 dr. (LB—W 264; I. Iasos 
175). 

Damotheos, son of Alexandrides (Myrina): 100 dr. (LB—W 293; 
LIasos 192). 

Demetrios, son of Zotikos: 100 dr. (I.Jasos 216). 

[Demo]phon?, son of Polytimos (Antiocheia): 100 dr. (LB—W 295; 
LIasos 194). 

Diogenes, son of Menandros (Berytos): 100 dr. (Maddoli 2000: B3). 
Diogenes, son of [T]anybotos (?) (Kallatis): 100 dr. (LB—W 298; I.Iasos 
197). 

Dionysios, son of Antigonos (Alabanda): 100 dr. (LB—W 264; I Iasos 
175). 

Dionysios, son of Nikanor (Hierapolis): 100 dr. (LB—W 286; I.Iasos 
185). 

Dioskourides, son of Apollonios (Sinope): 100 dr. (LB—W 288; 
I.Iasos 187). 

Dromeas, son of Theodoros (Neaiton): 100 dr. (LB—W 263; I.Iasos 
174). 

Eirenaios, son of Mandrogenes (Magnesia): 100 dr. (LB—W 265; I-Iasos 
176). 

Epinikos, son of Aristeas (Lysimacheia): 100 dr. (IJasos 184). 
Euchares, son of Chares (Apameia): 100 dr. (LB—W 297; I.lasos 196). 
Euenemos, son of Apollonios (Marathos): 100 dr. (LB—W 285; I.Iasos 
200). 

Hekataios, son of Athenodoros (Stratonikeia): former choregos, paid 
for the komoidos Theodoros (LB—W 256; I.Iasos 164). 

Hekataios, son of Menogenes (Laodikeia): 100 dr. (LB—W 297; I.Iasos 
196). 

Hekataios, son of Zonios (Thrace): 100 dr. (LB—W 292; I.Iasos 191). 
Herakleitos, son of Kallisthenes (Magnesia-on-the-Maeander): 100 dr. 
(LB-W 285; I.Iasos 200). 
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Hermias, son of n.n. (incomplete ethnic: [-]nos): 100 dr. (LB—W 280; 
I.Jasos 212). 

Hermon, son of Agathokles (Antiocheia by Daphne): 100 dr. (LB- 
W 261; L.Iasos 172). 

Hierokles, son of Hierokles (Myndos): [100 dr.] (I.Jasos 215). 

Iason, son of Drakon (Euromos): 100 dr. (Maddoli 2000: B3). 

Iason, son of Hekatonymos (metic): former choregos, paid for the 
auloidos Metaneiros (LB—W 256; I.Iasos 164) 

Kasios, son of Ariston (Seleukeia): 100 dr. (LB—W 265; I.Iasos 176). 
Kineas, son of Protoarchos (Tralles beyond the Tauros): 100 dr. (LB- 
W 287; LIasos 186). 

Libanos, son of Amphikles (Myndos): 100 dr. (LB—W 263; I.Iasos 174). 
Lysimachos, son of Iason (Antiocheia): 100 dr. (I-Jasos 201). 

Melas, son of Demetriou (Euromos): 100 dr. (LB—W 283; I.Iasos 198). 
Menekrates, son of Demetrios (Laodikeia) (LB—W 284; I.Iasos 199). 
Menekrates, son of Hermias (Mylasa): 100 dr. (LB—W 271; I Iasos 207). 
Menes, son of Papiades (Alinda): 100 dr. (LB—W 293; I.Iasos 192). 
Menoitas, son of Proteus (Alinda): 100 dr. (LB—W 288; I.Iasos 187). 
Menoitios, son of Demetrios (incomplete ethnic: [-]seus): 100 dr. 
(I.Iasos 217). 

Menophilos, son of Dionysios (Mallos): 100 dr. (LB—W 283; I.Iasos 
198). 

Neon, son of Pythagoras (Phokaia): 100 dr. (LB—W 266; I.Iasos 177). 
Nikanor, son of Diophantos (Antiocheia): (LB—W 284; I.Iasos 199). 
Niketas, son of Iason (Jerusalem): 100 dr. (LB—W 294; I.Iasos 193). 
Nikon, son of n.n. (Achaia): 100 dr. (LB—W 272; I Iasos 208). 

Nous, son of Demetrios (Antiocheia by Daphne): 100 dr. (I.Iasos 184). 
Nymphon, son of Archagathos (Syracuse): 100 dr. (LB—W 266; I.Iasos 
177). 

Pileos, son of Philistides (Kyme): 100 dr. (LB—W 292; I.Iasos 191). 
Poseidonios, son of Bennetos (Herakleia Pontica): 100 dr. (LB—W 287; 
LIasos 186). 

Protos, son of Dionysios (Antiocheia): 100 dr. (LB—W 268; I. Iasos 206). 
Pythes, son of Aristeides (Bithynia): 100 dr. (LB—W 298; I.Iasos 197). 
Sosibios, son of Apolloniou (Seleukeia): 100 dr. (I-Jasos 217). 

Sosilos, son of Protoarchos (Tralles): 100 dr. (LB—W 295; IIasos 194). 
Symmachos, son of Demarchos (Antiocheia): 100 dr. (LB—W 289; 
LIasos 188). 

Thal[-], son of n.n. (metic): 100 dr. (I.Jasos 202). 

Theodoros, son of Theodoros (Alinda): 100 dr. (LB—W 289; I.Iasos 
188). 
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Theodotos, son of [-]mos (incomplete ethnic: M[-]) (LB—W 284; 
I.Iasos 199). 

[-]imos, son of Sannos (Amyzon): 100 dr. (Maddoli 2000: B2). 

n.n., son of Amphikles (metic): 100 dr. (LB—W 274; I.Iasos 178). 

n.n., son of Demetrios (Mylasa): 100 dr. (I.Jasos 202). 

n.n., son of Nikoteles (metic): 100 dr. (LB—W 270; I.Iasos 205). 

n.n., son of Philon (Selge): 100 dr. (LB—W 278; I.Iasos 210). 
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Appendix 2: The Chronology of the Theatre Lists 


The recent publication of three new lists of contributors (Maddoli 2000) 
requires some modifications to the chronology of second-century Iasian 
stephanephoroi proposed in Crowther 1990.*' The suggestion there that the 
name of the agonothetes of LB—W 275 (I.lasos 179), Poseidippos, the son of 
An{-], may have been misread by Le Bas and that this text should belong 
to the same second stephanephorate of Apollo after Leontiades, the son 
of Herakleides, as [Jasos 182, although the agonothetes in the latter is 
Panatainos Hestiaou, now seems unlikely to be correct since one of the new 
texts published by Maddoli records a different agonothetes for the year in 
which Leontiades was stephanephoros (Maddoli 2000: B2, 4-5: Polemarchos, 
son of Artemon, Appendix 1 no. 162) from that in LB—W 274 (I.lasos 178), 
which has Aristides, the son of Menekrates (Appendix 1 no. 28). It seems 
to follow that Leontiades, the adopted son of Herakleides (Appendix 1 no. 
114) was stephanephoros twice and that on both occasions his tenure was 
followed by a sequence of years in which Apollo was eponym. The relative 
sequence of the two series of years dated from Leontiades’ separate 
stephanephorates cannot be determined with certainty, but it seems very 
likely that the five lists inscribed on the dressed course of the parodos wall 
(LB-—W 273-7; I.Iasos 209, 178-81) preceded Maddoli 2000: B2 and IIasos 
182. [.Iasos 182 was inscribed below two texts belonging to the year of 
Hermias, the son of Aristeas (I.Iasos 184, 183) and closely followed by a list 
of contributors dated to the year of Astiades, son of Pindaros, which itself is 
the first of a sequence of at least seven years,*’ closely followed by a further 
series of seventeen years, beginning with the stephanephorate of Kleanax, 
the son of Kleanax.™ 


*! Restated with qualifications in Crowther (1995b). 

® A full discussion in Maurizi (2000) 49-63. 

* Astiades, son of Pindaros (IJasos 202), Apollo after Astiades, Apollo for [the 
second time] after Astiades (I.Iasos 203), Menes, son of Tyrtaios (I.Jasos 217), Apollo 
after Menes, Apollo for the second time after Menes, Apollo for the third time after 
Menes (LB—W 281; I.Iasos 152). 

** In my 1990 article I followed LB—W in restoring the date of LB—W 284 (I.lasos 
199) as the third(?) year of Apollo after Kleanax. Whatever may have been inscribed 
on the stone, however, it is clear from the agonothetes contributor named in 
LB-W 284 (Demetrios, the son of Demetrios, Appendix 1 no. 49) that it belongs to 
the second year of Apollo after Kleanax and that the list for the third year of Apollo is 


334 The Dionysia at Iasos 


The confirmation that there was a second stephanephorate of Leontiades, 
the son of Herakleides, introduces an additional series of at least three 
consecutive years and requires a number of other rearrangements to 
the table of second-century Iasian stephanephoroi in Crowther (1990). On 
the assumption that LB—W 273-7 (I.lasos 209, 178-81) preceded Maddoli 
2000: B2 and IJasos 182, they should also precede [Jasos 183-4 
(stephanephorate of Hermias, the son of Aristeas). LB-W 278-80 (I.Iasos 
210-12), which were inscribed alongside them on the dressed course of 
blocks on the parodos wall, should also precede I.Jasos 183-4. 

Earlier in the sequence of stephanephoroi, two additional years (of 
Hierokles, the son of Iason, already known from [.Jasos 25, and Basilides, 
the son of L[-]) attested in SEG 41, 930-2 are likely to belong between the 
eponymous years attested on the front and left faces of the Clandeboye 
pilaster. To them I would also add the stephanephoros of I.Iasos 76 ({-] the 
son of Apollonios), which now seems to me on palaeographical grounds 
to belong after the peace of Apameia rather than in the aftermath of the 
Iasians’ engagement with Olympichos.** 

A further eponymous year, for the second year of Apollo after Theaitetos, 
is added towards the end of the list of second-century stephanephoroi by the 
last of the new theatre texts published by G. Maddoli (Maddoli 2000: B3). 
This list can be added to a sequence of texts from the parodos wall recording 
contributions in the years of Hekataios, the son of Antigenes, Theaitetos, 
the son of Theaitetos, for the second time, and Apollo, after Theaitetos 
(LB—W 296-8; I.Iasos 195-7).*” 


missing or was omitted. The continuous sequence of stephanephoros years from 
Kleanax, son of Kleanax (LB—W 282; I.Iasos 213) to the second year of Apollo after 
Antigonos, the son of Antigonos (LB—W 295; I.Iasos 194), accordingly, extends to 
seventeen years, rather than sixteen as argued in Crowther (1990). 


8° So Crowther (1995b) 233-4. 

8° So Crowther (1995a) 109-12, but I have since been able to examine the squeeze 
of the inscription in the epigraphical collection of the Institute for Advanced Studies 
at Princeton, and its lettering is so different from the proxeny decree for Olympichos 
inscribed immediately above it on the same stone (JI.Jasos 35) that a later date seems 
more appropriate. I am grateful to Christian Habicht and Glen Bowersock for the 
opportunity to examine the squeeze. 

*” The context and interpretation of Maddoli (2000) B1 remain unclear, in spite of 
the detailed and careful study by Maurizi (2000) 45-9. The edition of B1 in Maddoli 
(2000) omits a line of text between ll. 4-5. 
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An Opisthographic Lead Tablet from 
Sicily with a Financial Document 
and a Curse Concerning choregoi* 


David Jordan 


For Anne Miller Zartarian, its pioneer editor 


Here I present a reading, from autopsy, of an unusually interesting 
lead tablet of the earlier fifth century from southeast Sicily, which 
is now in the Rare Book Room of the Library of the University of 
North Carolina at Chapel Hill. It is opisthographic, both sides 
inscribed in West Greek, one bearing a record, in the ‘blue’ alphabet 
(+ = chi), of a financial transaction that took place in the presence 
evidently of a proxenos, the guarantor being one Apellis. This Apellis 
later writes, or causes to be written, on the other side and in the 
earlier ‘red’ alphabet (WV = chi), a magical curse to ensure émi réu 
dirdtate Tat HbviPo, ‘because of his love/friendship for Eunikos’, 
that this Eunikos, a choregos, shall defeat other choregoi in a 
competition. 

If it is like other early lead curse tablets, this tablet, with its curse, 
would have been deposited in a grave or a chthonic shrine and there- 
fore presumably not reused. The financial document, despite its 
later alphabet, is therefore no doubt the earlier of the two texts; 
this side I call A. Its later ‘blue’ alphabet was no doubt the official 


* Iam grateful to Dr Zartarian for encouraging my study of this tablet. All dates 
are BC. 
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chancery style, adopted evidently fairly recently. For the curse, on 
what I call Side B, its writer used the older alphabet with which he 
was more familiar, learned before the official introduction of the 
‘blue’ alphabet. Because most southeast Sicilian cities that made 
the change from the ‘red’ to the ‘blue’ alphabet did so around the 
470s, this is the earliest period to which the financial document can 
be assigned. 

Anne P. Miller (now Zartarian), with only a hand-held magnifying 
glass at her disposal, first edited the tablet as her doctoral dissertation 
(1973). Her texts of both sides have been reproduced, with a few 
different interpretations, by Laurent Dubois (IGDS 134) and, 
unchanged, that of Side A by R. Arena’ and H. Van Effenterre 
and F. Ruzé,’ that of Side B by M. del Amor Lépez-Jimeno.’ With a 
binocular stereoscopic microscope I was able to derive fuller read- 
ings, especially of Side B. A significant advance for the understanding 
of A has been William West’s study of A 7, his report of which (1997: 
see note on A 2 below) includes my transcription of both sides, 
with his own punctuation and supplements, including Miller’s 
Av leudxpitos in A 2. G. Manganaro,* using that transcription, has 
recently printed the text of A again, restoring and punctuating differ- 
ently. Here I give my transcriptions once more, this time with my 
own comments. 

The dealer from whom the tablet was bought stated that it came 
from a grave in southeast Sicily. For the letter forms, see Miller and 
West; for matters of dialect, Miller and Dubois. On the basis of its 
letter forms and dialect Miller concluded that certainly Side B and 
possibly A were inscribed in Gela, around the middle of the fifth 
century. West maintains Miller’s date but, arguing also from letter 
forms, proposes Kamarina as the provenance of at least Side A. 


Rare Book Room height 0.062, Side A, c. 470 Bc or slightly later 
width 0.171 m 
University of North Carolina at Side B, not long afterwards? 
Chapel Hill 
' Arena (1992) 36 no. 80. > Van Effenterre and Ruzé (1995) 36 no. 50. 


> Lépez-Jimeno (1991) 110-31 no. 17. “ Manganaro (2004) 65f. 
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SIDE A 


The tablet is complete at its top, bottom, and right-hand edges. The 
right-hand edge of the textblock is rather ragged. There is certainly 
one division within a word at line-end, 3/4 éé/[-], and 4/5 2/[-] may 
show a division within a numerical expression. 


Hand II) [M]doxov Aduuos 706 KoBérov. “" * 7 


vacat c.4 


Hand I) [A]epdxperos édieto AréAAv éevyvacacbau. 


haa dé éba eipwew. kateAdleto Tov Acovtivov Eé- 
sy vacat c. 4 


XD? | dpyupiov éxov hike Boov tywav. ob« émpiato 


2 
- | or EvredoxAév Mvaciayov rotev<e>Oero. 


ND OB WN 


( 
( 
[ 
[vov] Mickova év radu mAateta<u> Boxéovra. 
[ 
[de 
( 


vacat c. 20 


Hand I) yevéobo év[y]vdcacban. 
vacat 


1 :rov, vertical at left of v KoBéz7ov, left-hand descender of v 
doubled 2 AzédAv: horizontal, apparently inadvertent, in centre of first 
A: AndaAw 4/5 S/[ LL]? S/[LZZ]? 6 Mvacipayov: left-hand descender 
of 2nd A doubled 


1 Kopérov for KoB- Manganaro 2 AvOjeudxpitos Miller, Dubois 
AréMA)v] Miller, AvéA(A){e}{v Dubois 3 pade eda Miller, [ha] uaéde 
Jeffery apud Miller, .A..JOA Dubois, [o6]ua Manganaro 3/4 Aeovrivov 
€e/[ ] Miller, Aeovrivov/| ] Dubois, Aeovrivov Fe/[?vw] Manganaro 
4/5 Boxéovras/| | Miller, Dubois; @oxéovras: /[odx]Manganaro 5 hike, 
Boév tysdv Manganaro 6 .at zor Miller, [ ] zor’ Dubois, a? wor’ Man- 
ganaro motévOero ‘went’ Miller, zo7évOe to Dubois, zotevdéro West, 
motev0e. Manganaro 


(Hand II) Myskon (son) of Damis the (son) of Kobetos. 

(Hand I) Demokritos asked Apellis to be guarantor. And at the same time 
he (sc. Apellis) said he was. He (Apellis?) found the proxenos of the (people 
of) Leontinoi, Myskon, sitting in the plateia. He came having three (?) 
staters of silver, (as) cattle price. He did not buy, however: with Empedokles 
son of Mnasimachos he made a deposit. 

(Hand II) Let this be the guarantee. 


1. The first line is in larger letters than the rest of the text. Here 
we evidently have a label, for the filing of the document. Myskon, 
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identified with patronym and presumably papponym, has, in his 
capacity as proxenos (3-4) for visitors/metics from Leontinoi, over- 
seen their financial transactions, whose minutes need to be filed in 
the public archives. Such minutes form the text of A 2-6, evidently 
in the hand of a court recorder or such, the label in A 1, evidently 
in the hand of the archivist, showing where in the archives the 
tablet is to be kept—in the files of Myskon—and A 7, evidently 
again in the same archivist’s hand, certifying that the minutes are 
acceptable for the official record and are now on file. Side A of the 
tablet is presumably an official copy given to the guarantor of the 
transaction, Apellis. This interpretation is based on a number of 
assumptions, and other interpretations may of course be envisaged. 
(Miller assumed a lawsuit between [Anth]emokritos and Myskon, 
Van Effenterre and Ruzé an ‘imprécation contre un parténaire 
malhonnéte’ and translate A 7 ‘... que [le malheur?] arrive [a qui?] 
se porterait garant!’; but this was before the lengths of the left- 
hand lacunae could be estimated. West: ‘I reconstruct as follows: 
Myskon is one of the litigants. He deposes to the facts of the case. 
Anthemokritos (the judge?) bade Apelles provide surety. He (the 
defendant?) came upon the host of the Leontines, Myskon, sitting 
along the avenue. He came with money, the price of the cattle, but 
he did not buy (i.e. the cattle). [Direct Discourse] “Let him go to 
Empedokles son of Mnasimachos. Let him provide surety.” The 
dispute involves an agreement in which a contract of sale was 
aborted. The litigant seeks to enforce it.’ Manganaro: ‘Myskon 
figlio di Damis, figlio di Koretos. / Anthemocrito [?] ha indotto 
Apellis a prestare garanzia, / ma (Apellis) uno schiavo disse di 
essere, egli (Anthemocrito?) convinse il leontineo Xenis (?) (come 
garante) / per Myskon, nella via maestra sedendo (ambedue). 
/ (Non) avendo denaro [Myskon?] é venuto, per il prezzo (alto) 
dei buoi non ha comprato. / Ma se (Myskon?) si recasse presso 
Empedocle figlio di Mnasimachos, / sia possibile dare garanzia.’ 
Against Manganaro’s assumption that Apellis was a slave—his 
3 [cd]ua dé éba eiuew—is the consideration that if the record of the 
transaction was intended for an archive, there would be no point in 
even mentioning Apellis if he, as a slave, played no role in the 
transaction. 

From Sicily there is evidence for such archives in the form of lead 
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tablets, above all a register of propertied citizens at Kamarina;’ 
very probably three later sales contracts there (IGDS 124-6, 300 Bc 
or slightly earlier) bespeak other such archives in Sicily, as do a 
record of indebtedness (IGDS 177, area of Gela, 450-400 Bc), and 
several contracts from Kamarina and Morgantina (Manganaro 1989: 
300-100 Bc). 

We find the name Myskon at Syracuse (Th. 8.85.3°) and at 
Kamarina (SEG 27, 650 = IGDS 126, second century Bc) and the 
forms Mvo?os at Selinous (a prominent citizen in whose grave plot 
state sacrifices were made: LSSel A 9, earlier fifth century Bc), 
MécxeXos at Kroton (her founder’) and in a graffito from Monte di 
Marzo (ancient Erbessos?) near Gela (IGDS 168; fifth century), and 
not only a Micoxedos among the targets of Side B of the present 
tablet but a Muoxedos among those of a fifth-century lead curse 
tablet that I am in the course of editing, now at Oslo in the Scheyen 
Collection and said to come from Gela. 


2. Miller considered Aleudxpitos and AvOleudxpitos, the two 
quotable names ending in Jeudx«pitos. The former would have to be 
Ionic (A]éu-) and therefore initially suspect in a text otherwise in 
West Greek, which would have the spelling 4]ap-. She therefore, and 
Dubois after her, restored AvO]eudxpitos. This implied that the 
lacuna had a minimum of three letters and that, if the left-hand edge 
of the text-block was originally fairly even, A 7 could not be intact at 
its left. (A 7 corresponds to B 1-3, the left-hand edge of whose text is 
in fact preserved; the conclusion was that at some point before the 
reuse of the tablet for the curse, the entire left-hand edge of the 
financial document had been lost.) West later observed (1997), from 
autopsy, that the edge of the tablet at the left of A 7 had never been 
broken away. Because the first « of its yevéo@o stands directly below 
the Je of A 2, the Ionic A]eudxpitos, being shorter by two letters is 
inevitable. Dubois had already noted that an Ionic name here might 
be related to the mention of the Ionic-speaking town of Leontinoi.® 
As, thanks to West, the now secure lengths of the left-hand lacunae 


> Cordano (1992), c. 450 Bc. ° Cf. Lenschau (1933). 
” Zwicker (1933); see Masson (1989) for the name. 
* Drégenmuller (1969). 
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show, this relation proves to be the key to the understanding of the 
document as a whole: Demokritos and his guarantor Apellis in lines 
3—4 find Myskon, the ée/[—] of the people of Leontinoi, the home 
of Demokritos, who is therefore not a citizen of the town where 
the transaction takes place and therefore needs a guarantor, asking 
Apellis to act as such (évyvdcac8at).” 

3. The simple AdCoyrar is found in epic poetry, in Ionic, and in 
Megarian (LSJ s.v.), but the compound xaradAdfoua: (= Attic 
KkaTtaAapBavw) occurs only here and is to be added to the lexica. 
From the verb I see no reason to conclude, with Dubois, that the 
encounter was necessarily violent: ‘il s’emparait (brutalement) de 
Phote léontin’. 

If, as we assume, Apellis as citizen acts as representative of the 
non-citizen Demokritos, Apellis is no doubt the subject of 
the remaining finite verbs. It is he, presumably, who makes contact 
with Myskon. As for this last, we may with some confidence restore 
the accusative €é/[vov], with €évos in the sense of proxenos now also 
to be added to the lexica. It is uncertain what the 7Aareéa was in 
which he was found seated. A wide place in the road (sc. 6dax), 
almost as in today’s usage (cf. OGI 491.9, fourth century, the first 
such attestation in this sense)? The proper name of a ‘broad’ public 
building—év rai wAatefa<u> (sc. e.g. X7da1) —where Myskon as civic 
official sat? 


4-5. Before the size of the lacuna could be confidently estimated, 
one could entertain the possibility of the plural foxéovras, i.e. that 
Myskon was not sitting alone. Now that only two or three letters are 
available for restoration in 5, it seems likely that we have a quantity 
of silver staters, X/[X'2'] or X/[XD'], the price of the cattle, even if 
there would have been room to write out the number at the end 
of 4. 


5-6. The transaction was not a purchase, however. Once he had 
brought the money (Demokritos), Apellis apparently deposited (¢) it 
with Empedokles, son of Mnasimachos. The verb is not completely 
sure: before West’s discovery that 7 is complete at the left, Miller 


° For the concept of this last see Berneker (1967a) and (1967b) with the bibli- 
ography cited there. 
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envisaged three possibilities: (1) an ‘unaugmented aorist middle of 
mpooevTiOnur, (2) the aorist active of worépyouae and the neuter 
article, or (3) the aorist middle of the same verb’. Because we can no 
longer assume a lacuna after worev-6e, the possibility that Dubois 
chose, this now has to be ruled out. (Manganaro has inadvertently 
omitted the final ro.) A middle second aorist of the verb épyouat 
(3), evidenced only at Batrachomyomachia 179, seems equally 
unlikely. We are left with (1), even though the verb occurs only here. 
There is no need, however, to assume an intentionally unaugmented 
aorist: I should print zorev<é>0ero and assume an oversight. The 
verb would mean ‘deposit’ or such. On such surety deposits Miller 
quotes J. W. Jones: 


Early law everywhere turns to the use of sureties as a means of giving some 
measure of collateral backing and indirect legal sanction to the credit or 
uncompleted agreements for which no place has been found in the legal 
scheme of things, but which social and commercial requirements make 
indispensable. Where the concept of contractual obligation has not yet been 
accepted, the purchaser who has not the available cash at hand must provide 
a pledge or surety.'° 


Apellis, to be sure, has agreed to act as the éyyuynryis of Demokritos, 
but it is not clear whether Jones’ general description of pledges and 
surety fits this particular case: the silver for the cattle is spoken of as 
their tyzav, not as a down-payment or pledge. Nor is it clear what 
role Empedokles played: was he the owner of the cattle? May it be 
that Demokritos’ non-citizen status left him unable to buy the cattle 
themselves, having to lease them and to deposit their price as security 
for the period while they were to be in his care (and he presumably 
claiming such products as calves, or milk)? I see nothing to suggest 
wrong-doing or criminal charges. In any case, the record as we have 
it is to us so elliptical as to elude interpretation today. This, though, is 
why it is so important as evidence for official legal transactions in 
fifth-century Sicily: the record would not have seemed at all elliptical 
to the ancient reader who chose to consult it in the town archives. 
This means that the transaction was so generic as not to need 


© Jones (1956) 225f. 
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explanation. For this reason the document, as a new attestation of 
the ordinary working of ancient legal machinery, deserves more 
attention from the legal historian. 


7. Those readers who remember both the excitement in the 
popular press when a few years ago it was announced that the 
statement yevéoOw at the end of a papyrus document concerning 
lands belonging to Cleopatra was in the queen’s own hand and the 
deflation that ensued when papyrologists pointed out that the 
imperative was no more than a chancellery convention meaning 
that the document was validated as part of the public record may 
welcome an early example, perhaps the first, of the word in this 
sense. The writer of line 1—himself, if my assumption is correct, 
an official in charge of public archives—here notes that he affirms 
that this tablet is an acceptable record of Apellis’ assurance of 
Demokritos’ transaction. This note of approval may belong to a 
much older tradition. It has long been recognized that dp(p)aBuv, 
an expression used by Greeks for such surety (first attested in 
another such financial document, SEG 38, 1030.7, a lead tablet 
from Pech Maho, fifth century), has a Semitic background (cf. 
Hebrew érabon). E. Masson has speculated that the Greeks got 
it from Phoenician traders.'' Roy Kotansky (1994) has noted that 
the vocable OwBappaBav, frequent in much later Greek magical 
texts, is in fact the Greek transliteration of a Semitic expression 
meaning ‘the surety/deposit is good’ or ‘let the surety/deposit 
be valid’, curiously similar to the last two words of our Greek 
document. He cites Biblical parallels for the Hebrew expression in 
pledges. 


SIDE B 


1 (I) Toya. (ID) AméArs emi dirdtate tau E’viPo <—> pede’ 
[E]éviPo onev- 

2 dlalorepov guev pedé dutiova, adAX éenawé<v> Kal €Pdvra 
Kae?- 


"Masson (1967) 30f. 
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3 dvta Kat direrav. (III) emi diAdtate tau EiviPo atoyapado 
TO- 
\ / > 2° ri > / Xo” \ 
s xyopayos mavras em ateAcia<u> Kérréov Kal Epyov Kal T- 
\ / > \ a A A / > tJ > > a 
ds tratd{itas {do} Tévov Kal TOs TaTépas KaTpaKTiat Kev ay6- 
vi KéxO0s aydvov oitwes we Tap ew amoAetzouev. (IV) Kadediav 


| a4 / > 7Y La \ A a LA > \ ¥ 
aroy|apado dm’ AmédAXuos Kat Toss Teves TaVTAS emt pecoTep- 
c3 


OND UW 


[o ] evrada. (V) Sooiav dtoypado amo 76 Kamedeto AAKiaddv 
émt Ta- 
9 [ce Med? JavOio dirdrate. (VI) Hupia<p>, Micoxedov, Aapddhavtov 
Kal TOV 


fp oca4 > s > NV aA 50 Va y YN» 
10 lov aroypado amo Tépu maddy Kal T6u TaTEpov Kal TOS GAA- 


11 [os wa]vras oltwes évrade adixvotato, pedév Etvixo omevdato- 

12 [repo]v yevéobat pér ’ dvdpect were yuvatxeaat. (VII) 6s obr0s (6) 

Boros, 76s TE- 

13 [°° -JOAIAITIMAN épicawto Edviror dé vixdv mavré. (VIN) 
eu. BoAdpon éx- 


14 [i dA] orate tai Kdvixo yapdo. 


1 Toya or Hiya 3 droypado 7 droypado 13 dei 14 ypado 


1 AzedAds Miller, Aw€éAA(o)s Dubois 1/2 oev/Sdérepov Miller 2 Bivtova 
Miller, Dubois ézawé(v xat) Miller, Dubois 3 ®iAérav Miller, Dubois 6 
mapeu Miller 7/8 pwecorép/|....] evtada (zJevrada? Dubois) Sootav Miller, 
Dubois 8 kazedeio: AAKiddav Miller, Dubois 9 Med?]avOio Miller, 
Med]avOio Dubois 10 zaiSov Dubois, but see Greg. Cor. 317S. for West 
Greek perispomenon radav 11 ddixvoiato. Medév Miller, Dubois 12 
tocovtos Miller, trocovtos Dubois 12/13 Bodiuos tos te/[....]o Atoriuav 
Miller, BoAtuos rés Te/[vei, B]o-Aiuo Tysav 13 ew BodAdpor: epoavyaov Miller, 
PMOAY... Dubois 


This side is much harder to interpret than Side A. The earliest 
extant Greek curse tablets are Sicilian (SGD 84-122; NGCT 54-80; 
Curbera 1999), largely from Selinous (SGD 94-108, LSSel. pp. 125- 
31; NGCT 64—77; Curbera 1999: nos. 17—30), and date from the end 
of the sixth century or the beginning of the fifth. Because of their 
repeated local formulae and their grammatical simplicity, 
the Selinuntine texts are relatively easy to understand. Repetitions in 
the present curse suggest that it too was constructed from traditional 
formulae, even if their syntax and sense as they appear on the tablet 
are obscure. Formulae imply that Apellis, the defigens, probably 
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turned to a practising magician for the curse. If this is right, there are 
mistakes and possibly omissions, however, that suggest either that the 
magician was unaccustomed to expressing himself very lucidly or 
that he produced a (papyrus?) model for another (the proverbially 
erring ‘sorcerer’s apprentice’? perhaps even Apellis himself?) to 
inscribe on the tablet. (As I interpret it, the Schoyen curse shows— 
see note on VI—a misunderstanding of a written model, and some 
of its formulaic phrases are in fact similar to those of the present 
tablet.) 

Here my modest intention is to present, based on my autopsy at 
Chapel Hill, a fuller transcription, which leads to a new interpret- 
ation of parts of this curse, one of the purposes of which was to affect 
the outcome of a choregic competition. Readers of this volume will 
surely have more to say than I about the choregoi of the text, and 
much of what I write is necessarily speculative. If Miller’s suggested 
Geloan provenance is correct, we must remember that Aischylos was 
in the town in the 470s;” neither he nor Pindar is likely to have been 
attracted to Gela if the city had no structure of poetic competitions; 
indeed, no one should be blamed for musing on the possibility that 
illustrious poets such as these wrote the words for the performances 
mentioned here. Nor should the reader of Apellis’ curse on behalf of 
his friend the competitor Eunikos be blamed for remembering that 
the subject of Pindar’s First Olympian was also that of supernatural 
assistance given by an older male to a young competitor of whom he 
was fond. 

It will be convenient to consider the text according to the sections 
that I have defined above. 


I. Tixa 


A heading, the traces of its first letter compatible equally with « and 
7. I have not found either word heading the text of a curse tablet. 
Which of the two would be likelier here I cannot say: my Tiya 
has no better grounds than that the curse is meant to affect a 
competition. Miller and Dubois, assuming Edyd, further assumed 


% See Vogt (1964) and Wilson’s chapter below. 
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that the name following it must be a misspelled genitive (Miller: 
AzedAds; Dubois: AwéAAv<o>s) and that the title must extend to 
tat EdviPo. The letters ATTEAAI* are clear, though, and even 
after Edyd need not be emended, for the name in the nominative 
could easily be the subject of a verb that is implied or to be restored 
after émt rau diddtate tau EvviPo: cf. the prepositional phrase 
before the main verbs of III and IV. 


I. AvéAnis emt hirorare tau EbviPo <—> ped&r’ [E] bviPo 
orev ”|8[ a] drepov Euev wed€e utiova, GAN errawe<v> Kal Edvra 


Kae? lévra Kat pirerav. 


It is not clear what the verb should be. A similar phrase in VIII has 
ypadw. aroypadw, the meaning of which is not perfectly clear in this 
text, may also be suitable, for in VI it governs the phrase pedev ’ 
Ebvixo onevdad'![repo]v yevéobar, which is much like what would 
follow it here. There, however, and in III-VI it evidently requires an 
object, against which it connotes a hostile action. The possibly local 
form omevdadrepov, which we meet with again in 11/12, occurs only 
in this text; o7rovs- is the form elsewhere. Dubois suggests ‘appliqué’ 
or ‘accompli’. 

The name ®ivrova (acc.) as read by Miller and kept by Dubois 
(‘pourrait étre un concurrent d’Eunikos’) is easily paralleled. Inspec- 
tion with a microscope shows an unmistakable « after 7, however, 
which leads me to assume, although a proper name ®uiArtiwv is 
attested, that here we have a correlative of omevdaid7epov, the 
comparative of an adjective *¢.A7- (cf. the irregular comparative and 
superlative diArepos, dtAratos of didos), of which the non-Attic form 
would be *dw7- (cf. Epicharmos fr. 56 divratos). For both *duAr- and 
*¢w7- the evidence is mainly onomastic.'* We read later that Eunikos 
is to compete against choregoi and that the purpose of the text is to 
assure his victory. The Greek of these opening lines seems to have a 
slightly different nuance, however: ‘Apellis <requests (?)> that no 


'S See Bechtel (1917) 454f. and LGPNI, Ill. 
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one be more enthusiastic (?) or more friendly than Eunikos but may 
he (Eunikos) praise (me) both willingly and unwillingly and be 
affectionate.’ 

This last word Miller and Dubois took to be a proper name, 
Pirérav,"* but it seems easier to think of a correlative of éaueiv: 
dirérav, from *diAnraw, an unexceptionable if unattested denomin- 
ative of diAnris and its family. 


2 \ / a > 4K > , \[4 \ 
II]. emt prsrari ras EbviPo droyapdado 76's yopayos mavras én? 
> y 2 7 Vow , _[5] 4 y 2 \ a \ 
ateAela<u> Keréov Kal epyov Kal TOs Trald{itas {a0} Tévov Kal 
\ , > , > >» Alo > \ > / 7, 
Tos Tatépas Kampakriat Kev aye KexOds dydvov oiTWeES [LE 


+ te o 
TAP €lL amodeirouev. 


xopayos: cf. Athenaeus 14.633b: éxdAouv b€ Kal yopyyous, ds dacw 6 
Bulavrios Anuytpros év rerdptar ITept Tompatov, obk worep viv 
Tovs pcboupevous Tovs xopovs, dAAa Tos KaOnyoupLevous TOD xopod, 
Kkabdamep avTo Tovvoua onuaiver. 

The condition of a7éAeva xéréov Kai épyov is wished on victims of 
curse tablets from Selinous, IGSD 29, 32, 37 (= SGD 94, 97, 99f. = 
Curbera 1999: 17, 20, 22f.). See Jordan (1997) for a general discus- 
sion of the use of éréAeva and its congeners in Selinuntine curses. We 
also read in the Schgyen curse that each of its victims is to be 
aréAcatos, as well as his évea Kal épya. 

In 7% l6s watd{u}as the writer has obviously made a mistake: evi- 
dently he thought of the neuter za:déa before he realized that his 
article 76s required the masculine, and then in adding -s he did not 
cancel his -c-. 

Whatever the precise meaning of azoypadw, it is constructed with 
a6 + genitive in IV-VI; dao 7évov here is awkward, however. I 
assume that influenced by this construction the writer inadvertently 
added azo and then, whether or not he noticed his mistake, he failed, 
as in zraid{tbas, to cancel it. Questions to be asked are whether the 
choregoi are to be expected to be of an age to have children and 


'* Dubois (1989) ‘pas trés courant’, citing Bechtel (1917) 453; SEG 1, 398 (Samos); 
Masson and Mitford (1986) 40. 
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whether their fathers played a role (in supporting them?) in the 
contest. 

To kampaxtiat (hapax) we may compare émi dvompayila: Tév] 
«epoov on a mid-fifth-century curse tablet from Kamarina (SGD 88 = 
Curbera 1999: 5). 

The relative clause at the end puzzles. Its phrase wap’ éu(é) is 
acceptable West Greek for wap’ éuof (Buck 1955: §136.2): “chez moi, 
“in my hands”’. Dubois (reading oizwés je): “Tous ceux qui dans 
mon entourage pourraient me laisser tomber’; such placement of the 
pronoun pe, if this is the intended meaning, is unexpected. One may 
think, instead, of ‘those who leave me isolated (wap ’éué = Attic wap’ 
éuot)’ or, perhaps better, of oftwves pé, with Kadediav (here assigned 
to IV) the object of the verb: ‘those who would not leave Kaledias in 
my hands’. But then who, we may ask, is this Kaledias? Another of 
Apellis’ épdpevo.? But why, then, does the curse announce itself as 
being written in friendship specifically of Eunikos? 


IV. Karediav"”! [avoy]lapado am’ AméAXos Kal Toss TEver 


, 2. z [8] 73 > , 
TIAVTAS ETL LEOOTEP [o—=_] éevTaoa. 


Another awkwardness in taking KaAcdiav to be part of the previous 
sentence is that dzoypadw elsewhere consistently follows its object; 
therefore I put it here. We may, in any case, ask why Apellis ‘writes’ 
anyone ‘away (if this is what dzoypaé¢w means) from himself. 
Miller translated ‘along with Apellis’, but this is difficult. Dubois’s 
assumption that ‘le rédacteur maudit Kadedia ou Kadrcdias 
(masc.) pour la/e séparer d’un autre Apellis’ seems too elaborate: 
surely Apellis here is the defigens, even if we cannot explain the 
sentence. Do we have a renunciation by Apellis, now (?) favouring 
Eunikos, of this Kaledias? The én pecorép"![o—“-] évrdda is 
difficult; presumably it means something like the évrade adixvoiaro 
of VI. 
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V. Lociav adroypado amo 76 KatreAelo AAkiadav emt 


7a"! [te Med? ]avOio dirdrate. 


Miller: “Sosias I curse, along with his shop’; Dubois: ‘Sdsias, je 
Pinscris pour Varracher a sa boutique’. It is not immediately clear, in 
any case, why a xazeAciov ‘shop’, ‘tavern’ should figure in a curse 
concerning choregoi. This is worth thinking about, however, and 
readers should ask whether supporters of a particular choregos or 
his team in fifth-century Sicily could include owners/customers 
of kapeleia. Miller and Dubois print the singular AAx.adav; 
the resultant syntax is awkward, however. I assume the name of the 
kapeleion or of its family of owners; indeed Miller herself mooted 
the possibility that dAxcadav might modify xazeAe/o; at least two 
Athenian taverns are thought to have had their own proper name: 
DTWii 70.1-3 catadjow ...76 kamndAniov’OdAvumov: [klatadjnow... 
70 kaTyAniov Aydbwva (fourth century). 

As a supplement, Melanthios, unnamed elsewhere in the text, must 
be considered exempli gratia. It seems incongruous, in any case, for a 
curse with the phrase éai ¢iAdtare tau EdviPo (I, IID) to include 
also émt 7a!"![u Med? ]avO/o iAdrare here, as a second interest of 
Apellis’, but it is probably better to assign this last phrase to V than to 
VI, which includes the wish pedé’ Etvico omevdad'”![repo]v 


yeveobar. 


[10]/ c4 Jov 


VI. [Tvupia<p>, Micoxedov, Aapdodavtov Kat tov 
) , > \ UA A Va , Vv oy y[11] 
atroypado Qa7ro TOLL TTALOOV KQL TOM TTATEPOV KAL TOS aAA [os 
/ ov > 4 > / / Ls > / 
ma] VTQAS OLTLVES éevT aoe adixvotato, pedev Ebviko 
7{12] y , 9%" a y 
omevdad' | Tepo]v yevéoBar er avdpect mere yuvalkeoot. 


Here four persons are cursed in a formula very much like that of III. 
It is not to be ruled out that Mysskelos is related to the Myskon of A. 
For the lacuna, which Miller and Dubois printed as [....], D. C. Young 
apud Miller suggested [viov]év, a homonymous grandson of 
Damophantos. The idea has its attractions, but if the supplement is 
right the phrase rou maidov Kat tou matépov later in the line 
means that this section curses as many as five generations, and we 
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may ask whether the Damophantos actually named here, if he is a 
rival of the choregos Eunikos, is likely to be a grandfather. Probably a 
better approach is to consider the writer’s letter-spacing: letters 
become gradually smaller and closer together as the text progresses. 7 
Ja is directly below the y of 6 -m xéy@és, of which the letters vxe 
occupy 0.02 m; this is the length, then, of the lacunae of 8-14. Now if 
we turn to the right-hand ends of lines 7-13, we see that 0.02 m can 
accommodate more than 4 letters there: 


Line Letters Line Letters 
7 5-6 11 6 
8 4-5 12 6 
9 5 13 c.6 

10 5 


This means that we may consider for 10 [—] a slightly longer word 
than Miller envisaged; [yopay]év comes to mind, with Pyrrias, 
Mysskelos, and Damophantos, all known to Apellis by name as 
members of a competing chorus, the fourth target their unnamed 
choregos. 


VIL. 6s (= Attic as) odros (6) BoAysos (= Attic wodAvBSos) 
(-—-), 76s (= Attic odrws) TE"*![ “2 -]OAIAITIMAN 


> / 2. ff ae Y lal a 
EPUOALWTO Hivirou QE VLKQV TTAVTE. 


Here we have an example of sympathetic magic, a technique used in 
the contemporary Schgyen curse: 

Hés (= Attic ws)aréAeotos OAtis amddero EXTENOXIAXA, Hos 
(= Attic odtws; EOS tab.) Mickedos atéAeotos Kai {kat} Feémea 
(QEITEA tab.) Kai épya év rét dixac. (Here OAris, with an elsewhere 
unattested proper name, and as EXTENOSITAYA, evidently a parti- 
ciple, shows, a woman, is no doubt the deceased into whose grave 
the tablet was deposited.) A fourth-century Attic example in which 
the condition of the lead itself figures in the sympathetic magic: 
DTWii. 106 b kat as oltws 6 dAvBSos ayxpyotos, ws dypynora etvar 


a > A td No” No 
Tov evTavla yeypapevwv Kal ETN Kal Epya. 
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VIII. eu Boddpor er! |[? did] drare rau Ebvixo ydpdo. 


A recapitulation, with the verb ypadw, which is possibly to be 
understood in II. 


13 
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Peter Wilson 


The document David Jordan has presented here in Chapter 12 is a 
unique and quite extraordinary glimmer within a great darkness. As 
John Herington wrote of the cultural and social history of western 
Greece from the time of Hieron’s succession in 478 to Aiskhylos’ 
death in 456: ‘most of the details in the picture that are not missing 
... are obscure’.' This lead tablet opens a (small, dirty and broken) 
window onto the festival culture of a Greek community in mid-fifth- 
century Sicily, almost certainly that of the flourishing city-state of 
Gela at its height.’ It gives evidence of a festival there that had choral 
contests, perhaps of some scale, and hints at the mechanics of their 
operation. In metropolitan Greece, our usual access to such precious 
information is by deduction (our own or that of ancient scholars) 
from the self-referential suggestions of ritual and choral action that 
can be gleaned from the surviving texts of Archaic melic poetry;’ or, 
in the case of Classical Athens, through epigraphy and the comment 
of contemporaries (the orators, Aristotle, and others’). Virtually 


* Thanks for invaluable suggestions to friends and colleagues in Sydney who 
participated in a discussion of this text, and to Eric Csapo, Archibald McKenzie, and 
Lindsay Watson in particular. Likewise, thanks to Paola Ceccarelli, Pat Easterling, 
Simon Hornblower, Barbara Kowalzig, Leslie Kurke, and Robert Parker for advice 
and criticism. None of these should be held responsible for the faults that remain. 

' Herington (1967) 74. 

* BTCG 8.19: all the evidence points to the very middle of the fifth century as the 
peak of Gela’s prosperity. It was razed to the ground in 405 by the Carthaginians. 

> See e.g. Calame (1977); Krummen (1990); Stehle (1997); Kurke (2006). 

* See e.g. Wilson (2000). 
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nothing comparable survives for all the rest of the great western 
Greek city-states.” 

I offer here a (tentative) translation of and some further com- 
ments on this intriguing item of evidence, with a two-fold aim: the 
first, to try to say something more about the broader contexts— 
cultural, historical, and political—from which it emerges; the second, 
to offer a few specific remarks on points of detail that arise in its 
interpretation. 


A TRANSLATION OF SIDE BOF JORDAN’S NEW TEXT 


(I) Prayer.° (II) Apellis, for love of Eunikos (prays) that no one be 
taken more seriously or be more popular than Eunikos but that all 
praise and admire him both willingly and unwillingly. (III) For love 
of Eunikos I mark down’ all the khoragoi so that they be ineffectual 
both in word and deed, along with their sons and fathers; and so that 
they fail both in the contest and outside the contests—whoever does 
not leave him (sc. Eunikos) with me.® (IV) I mark down Kaledias to 


° An inscribed mid-fifth-century tablet found with, but not one of, a collection of 
lead tablets identifying membership of civic units from the temple of Athena in 
Kamarina (Cordano 1992: no. 6; cf. SEG 42, s. no. 846, p. 245) was, when first 
published, thought to reveal the existence of an intriguing singing contest in this 
nearby Sicilian city, that included a member of the ruling family of Akragas and some 
sort of military club: ‘Thrasys, an Emmenid, is supreme at singing among all 
the Doristomphoi.’ However Cassio (1994) has shown that for the crucial word 
deiSwy (‘singing’) should in fact be read dxiSwy (‘arrows’), producing: “Thrasys, an 
Emmenid, is supreme with his spear over the arrows of all the boasters.’ See the 
full discussion of Cassio, who suggests (1994: 16) that these may have been iambic 
lines. 

° Preferring edyd to réya. 

” Cf. the hostile intent of dzoypddw in the Attic legal sense of ‘enter a person’s 
name for the purpose of accusing him’, ‘denounce’, LSJ III.1. 

* My suggested translation for the phrase oizwes pe map uw’ drodetmovev. This 
clause should express an action, actual or feared, on the part of the rival khoragoi that 
has given rise to Apellis’ curse. If we understand the object of the verb dzoAeizouev to 
be Eunikos (easy enough given the sentence’s—indeed the whole document’s—focus 
on him), we might construe: ‘whoever does not leave him (= Eunikos) with me’. 
Apellis’ fear is that rivals—in choruses, and perhaps also in love—will take Eunikos 
from him. See Jordan, Chapter 12 above. 
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keep him apart from Apellis,’ and all those (??) in between there 
and here.'® (??) (V) Sosias I mark down, the one from the shop of 
the Alkiadai, because of his love of [Mel]anthios.'' (VI) Pyria(s) 
Mysskelos, Damophantos and the[ir khorag]os I mark down, along 
with” their sons and fathers, and all the others who arrive here. May 
no one be taken more seriously than Eunikos either among men or 
women. (VII) As this lead, so [. . .'*] may they support Eunikos to be 
victorious always everywhere. (VIII) On the lead for love of Eunikos 
I write. 


* Assuming that the Apellis mentioned here is the author of the curse, I (tenta- 
tively) understand the difficult phrase Kadediav [dmoylapado adm “AmédAwos to 
mean ‘I mark down Kaledias [as failures] apart/in a separate category from 
Apellis. . 2” 

° Kal ross Tevel mévras emi wecotép-[o - c. 3 -] évrdSa. Archibald McKenzie sug- 
gests to me that this phrase may mean something like ‘and all there [for instance, in 
Syracuse or some other important centre from which Kaledias may have come to 
compete in Gela] for more middling [placings ?] here’. Cf. Pl. Prt. 346d for the 
meaning ‘mediocre’ for péoos. Another possibility would be to place a stop after 
mavras, remove that after évradda, and understand: ‘and all those there [either “in the 
house of Kaledias” or with reference to a specific centre such as Syracuse]. Here in the 
middle [of the text] I mark down Sosias...’. 

" This translation eradicates the incongruity (remarked upon by Jordan) of 
understanding ‘for love of [Mellanthios’ as a second interest of Apellis. On the 
interpretation offered here, Sosias is targeted because of his love of [Mel]anthios: 
Sosias thus looks like a rival supporter of another competitor. 

” This is perhaps the most difficult phrase for which to maintain consistency in 
our construal of azo after the verb azoypado as implying separation from. In (V) I 
have already construed it not as indicating separation, but specification—‘the Sosias 
from the shop. . .’. If such consistency were desired here, it might mean ‘I mark down 
Pyria(s), Mysskelos, Damophantos and the[ir khorag]os so that they do not have the 
benefit of their sons and fathers.’ Archibald McKenzie suggests that ‘the sons’ and 
‘the fathers’ here—and in (III) —might refer to choral competition categories (com- 
parable to waides and dvdpes in that function in Athens and elsewhere, though a 
fathers’ event would to my knowledge be entirely unparalleled). He suggests as a 
translation for the usage in (III): ‘and (I list) the sons and the fathers (as choral 
categories) (to be separated) from them (the khoragoi)’, retaining as not an error 
the amo bracketed by Jordan before révov. Here he would translate: ‘I list Pyria(s), 
Mysskelos, Damophantos and the[ir khorag]os (to be separated) from the sons and 
from the fathers (as choral categories).’ 

® For a suggested restoration see below. 
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KHORAGOI AND CHORAL CONTESTS 
IN GREEK SICILY 


Although there is nothing in the text of the document to tie the 
anticipated agonistic activity to any particular festival or cult, in the 
Classical period formal contests (agones) are unknown outside such a 
context, and we should assume the existence of one here. What that 
cult might be can be little more than a guess. Possible candidates 
known from Gela are that city’s cults of Athena Lindia (on the 
acropolis), the founder-hero Antiphamos, Apollo, Gelas (the river- 
deity), and—most prominent of all—the chthonic goddesses." It is a 
striking fact that many theatrical structures in Sicily are found in 
close proximity to sanctuaries associated with chthonic cults.’ The 
political importance of the cult of Demeter and Kore in Gela was 
enormous, and of long standing. The Deinomenid tyrants apparently 
claimed the hierophancy of the cult by hereditary title; a claim that 
was used to legitimate the maintenance of their power.'® One other, 
even more tantalising possibility for the context of performance 
is a cult for the heroised tragic poet Aiskhylos that included the 
competitive re-performance of his dramas. 

The only other explicit evidence known to me for the mechanics 
of theatrical, choral, or more broadly musical contests in all of 
Classical Sicily is confined to two items from the literary tradition 
that concern the business of judging such contests:"” a fragment of 


“ BTCG 8.8, 10-28. For the archaeological evidence for the cult in Gela see esp. 
Hinz (1998) 55-69. 

'S Todisco (2002) 29. To these we may add the Thesmophorion by the recently 
excavated theatre in Cyrene. 

'© Hdt. 7.153.2-4; X Pi. P. 2.27b; Pi. Pyth. 2.15-16 with Gentili et al. (1995) 370-1; 
Dunbabin (1948) 64-6; Luraghi (1994) 120, 122-3. Cf. also Pi. O. 6.94-6 for Hieron’s 
promotion of the cult of Demeter and Kore in a Syracusan context. 

” We must wait for the late second or first century for the (limited) epigraphic 
evidence for the existence of Associations of Tekhnitai at Syracuse. One of these is in 
relation to a cult of Apollo, Dionysos, and the Muses, whose activities were likely to 
have been based in the Mouseion identified by archaeologists in close proximity to the 
Syracusan theatre; the other, in honour of Aphrodite Hilaria, and probably experts 
in the form of comic parody of tragic themes of a sort originally associated with 
Rhinthon of Syracuse or Taras (third-century): IG XIV 12-13; Moretti (1963); Le 
Guen (2001a) 1.319-26 [TE 73-5], II.77; Aneziri (2001-2), (2003) 400-2 [F1-4]. On 
the Tekhnitai of Aphrodite see also Fountoulakis (2000). 
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Sicilian Epikharmos (fr. 237 K.-A.) ‘[the verdict] rests on the knees 
of the five judges’: év wévre xpirév yowvact Kxeiras;'® and the more 
general (and seemingly incompatible) observation made nearly a 
century later in Plato’s Laws (659b—c) that in Sicily and Italy (as in 
Greece in the past), theatrical judgments are ‘nowadays’ assigned to 
the entire body of spectators who acclaim the winner by show of 
hands (éév yap 61) Tdi waAade Te Kal EAAnviK«d vouw, xabamep 6 
Aukedukds te Kat Tradikds vopmos viv, tat mAHVE Tav OeaTav 
emiTpeTWY Kal TOV VIKa@VTA OiaKpivwr xetpoToviats ...) These are slim 
pickings. But as Luigi Todisco has pertinently remarked, they do 
imply that, broadly speaking, the organisational parameters of the 
performance traditions in ‘western’ Greece were in some ways 
modelled on or parallel to those in metropolitan Greece (a related 
gloss of Hesychius on the phrase ‘five judges’ explicitly comments 
that ‘that was how many judged the comic competitors not only in 
Athens but also in Sicily’).”” 

We thus see for the first time something of the mechanics of a 
cultural festival in a city whose ruling powers have always been 
known as poetic patrons on a grand scale. The Deinomenid tyrants 
Gelon (who seized power in the city c. 491) and Hieron were it seems 
the first in the West to recognise the enormous political potential of 
agonistic victories in the great panhellenic centres and—crucially— 
of their subsequent publicity in choral performance.” During his 


'8 cf. K.—-A. ad loc. 

 Hsch. 7 1408 wévre Kpital TooobTOL Tovs KapULKOds EKpwov, ov pdvov AOjvyaww, 
adda Kai év Xixedlar. Cf. Todisco (2002) 18. Todisco’s work offers a good synthetic 
discussion of the current state of evidence for theatrical and other performance 
culture in Megale Hellas. Cf. also Todisco (2003). He places the remarks of Aristox- 
enos of Taras on the ‘barbarisation’ of musical and theatrical activity in Poseidonia 
and Taras (Athen. 14.632a = fr. 124 W) in the same context. On this see Meriani 
(2003) ch. 1 and Csapo (2004a) 234-5, making the convincing case that the degener- 
ation of south Italian Greek culture lamented in this work—with its talk of the 
‘barbarisation’ of theatres by ‘utterly populist music —refers to the late Classical 
phenomenon of the ‘New Music’ well known from Athens and Plato’s criticisms, but 
here at work in the West. If that case can stand, this is another element of continuity 
of musical tradition (including at the level of criticism) between western and metro- 
politan Greece. 

* Cf. esp. Luraghi (1994) 354-68; Harrell (2002). On Gela see also Privitera 
(1980); Dunbabin (1948) 410-34. 
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regency at Gela (485-478), Hieron clearly entertained and realised 
great ambitions to assert and express his power—in part spurred by 
rivalry with his more glamorous brother Gelon, who had won at 
Olympia in 4847’— through a cultural politics to which musical and 
poetic performance were central. 

Gela was, as Jordan reminds us, also sufficiently attractive to lure 
Aiskhylos thither. The Athenian poet’s stay is reported with some 
security as having spanned the last three years of his life, 457-455. 
By that date the major Sicilian city-states, Gela included, may 
have become democracies,” although the sources imply that the stay 
in Gela, like the trip some years earlier for the founding of Aitna 
(476), came at the instigation of Hieron.” We cannot therefore be 
quite sure whether Aiskhylos spent his final years in a democratic 
Gela or one still ruled by the Deinomenids. Nor can we date our 
document with sufficient precision to determine whether the 
agonistic events to which it refers were held in a tyranny or a 
fledgling democracy. 

It is worth taking a closer look at the principal source for this 
final journey of the Athenian tragedian. The anonymous Life reports 
(10) that he spent his last three years in Gela, greatly honoured by 
tyrant and people alike (11). The Geloans gave him a lavish burial 
in the public burial-grounds, and there was inscribed the famous 
epitaph (TrGF 3 T162).” Most intriguing is the following reference 
to the way the tomb thereafter became a site of pilgrimage—formal 
hero-worship is clearly meant—and performance for those in the 


*! Olympionikai 158; I.Olympia 143; Paus. 6.9.4. 

2 1D. S. 11.68, 72-3, 76, 86; Berger (1989) 304 makes the point that our single most 
important source for the introduction of these ‘democracies’, Diodorus (writing in 
the first century) conceived of democracy in a fairly simplistic way, as the antithesis to 
tyranny. Cf. Herington (1976). 

23 Anonymous Life of Aiskhylos 10: kai ofddpa tau dé Tupdvvan Tépwrr Kat Tois 
Tedwiows tysnbeis emilnoas tpitov eros ynpavos éreAcvra xrA. In §11, it is perhaps 
important that only the PeAwd.o. are mentioned in relation to Aiskhylos’ death and 
burial (see above), and Hieron’s death is normally dated to 466/5: D. S. 11.66.4. 
Dougherty (1993) ch. 5 is an excellent study of Hieron’s use of choral poetry and 
Aiskhylean tragedy within his colonial ambitions. 

** Cf. also the Marm. Par. ep. 59: érededrnoev éy [Tél a ris Ducedias (465/5), ‘he 
died in [Gel]a, in Sicily’; TrGF 3 T K; Herington (1976) esp. 76 on the authority of the 
sources for Aiskhlyos’ death in Sicily; Griffith (1978). 
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tragic trade: ‘those who made their livelihood in tragedy made fre- 
quent trips to the memorial, where they made offerings” and staged 
dramas’, or—perhaps more precisely—‘and staged his dramas’, 
taking the article 7a in a defining rather than a generic sense.” (es 76 
pvipwa dé horta@vTes doors ev Tpaywidiats Av 6 Bios évyyilov TE Kal TA 
dpapara vrexpivovto.) The Life does not indicate how long after his 
death this practice arose, but the way the author moves immediately 
from the death and burial to the worship may be felt to imply no 
long gap of time. It is, therefore, a possibility that our tablet relates to 
competitive tragic performance staged as part of a hero cult for 
Aiskhylos in Gela. The contest envisaged in the tablet seems to 
anticipate the arrival of outside competitors (see below): this would 
fit well with the idea of a ‘pilgrimage’ hero cult observed by tragic 
professionals from across Greece. In this case the khoragoi are per- 
haps more likely to have been producers, close to the Athenian lei- 
tourgical sense (see below).”” That, sadly, is as far as one can go in 
such attractive speculation. 

This tablet is thus our first (and only good) evidence for choral 
contest in that city which may have seen both choral epinikia, and 
tragedy, in the very period in which it was incised and buried.”** Gela 
probably had its own theatre (or a space that could be used as a 
theatre) in the fifth century. The presence of Aiskhylos in the city 
implies the existence of such a space, and some relevant remains may 
have been seen in the nineteenth century on the coastal side, though 
the identification may have been in part the result of wishful local 


*° Note the use of the verb évayiw, properly of offerings to the dead brought by 
families to non-family. It is often used of cult worship of heroes. 

°° Thus also Clay (2004) 127. 

*” On hero cults of poets see now Clay (2004), with brief remarks at 81 and 127 on 
Aiskhylos in Gela. 

*8 Gela is also one of the first Greek cities in Sicily to show the importation of 
Archaic Korinthian aryballoi and alabatsra (c. 600) with ‘padded dancers’ on them: 
Todisco (2002) 47. Its interest in dramatic subjects on ceramic is also very well 
represented in the record: see Catucci (2003) esp. 7, 28; at 42-3 she suggests a link 
between the wealth of Gela in the early fifth century and the city’s importation of 
Attic ceramic in quantity. That trade is itself further evidence of the direction in 
which the cultural aspirations of the élite were oriented. 
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pride.” The indications are that the events referred to in this tablet 
were of some scale and more than local importance. They were for 
instance apparently attractive to outside contestants. Note the 
emphasis in lines 10-11 on ‘all the others who arrive here’—these 
very probably being other khoragoi.”? And if we take the plural 
ayovov—‘contests —in line 6 to be a deliberate and specific refer- 
ence rather than a generalising “cover-all’ phrase of magic ritual, we 
can say that the festival in question had more than one choral con- 
test.’ If there were outside competitors, we have an intriguing 
example of a choral (and/or theatrical) contest that perhaps drew on 
a regional or wider catchment. Jordan identifies what may be at least 
five ‘local’ competitors (in Il. 9-10); presumably the outsiders are in 
addition to their numbers.” 

We know of one other mobile chorus in Greek Sicily, this time 
moving across the straits from Messana to Rhegion. Pausanias 
describes a dedication at Olympia commissioned by ‘the Messenians 
on the straits’ in response to a choral disaster. The Messenians, 
‘according to an ancient custom’,”’ sent a chorus of thirty-five paides 
(children, probably boys or a mixed chorus), along with a didaskalos 


?° For the nineteenth-century report see Todisco (2002) 175, 222; BTCG 8.5-65 
(Canzanella and Buongiovanni). This was a curvilinear stone structure near the 
so-called Torre dell’ Insegna. However Battaglia (1957) cast serious doubt on 
the identification, adding (p. 172) that in the fifth century one should not expect an 
elaborate stone theatre but the use of wood, the shaping of a natural slope, and a 
flattened open space for an orchestra. More recently, Fischer-Hansen et al. (2004: 194) 
are more optimistic: “The stay of Aeschylos at Gela surely implies that the city had a 
theatre in C5m.’ 

°° As Jordan notes, the difficult expression of Il. 7-8 may refer to something 
similar: ‘all those (??) in between there and here (??)’. The specificity of this phrase 
suggests a particular centre from which (some) competitors come to Gela, and at any 
time in this general period, Syracuse is the most likely candidate: n. 10 above. 

>! However, the fact that it is coupled with the singular—‘and (I mark down to 
failure) both in the contest and outside the contests’ — perhaps speaks in favour of the 
‘generalising’ plural. 

> The locals would be Eunikos, Pyrias, Mysskelos, Damophantos, and 7ov [ - c.4 - ]- 
ov of Il. 9-10 (in (VI)). However, Jordan’s very attractive supplement of xai rov 
[yopay]ov for that gap would, as he notes, imply members of or those associated 
with a particular competing chorus and its leader, and so reduce that to a single team 
of local competitors. The various persons named in (IV) and (V) may also be local 
rivals. See further below p. 365. 

* Reading é@os rather than éros at Paus. 5.25.2. Both are in the MSS: see 
Cordano (1980) 436. 
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and an aulos-player, to a local festival of the Rhegines (és éop7nv 
Twa emxywpiov ‘Pyyivwv 5.25.2). In one year the treacherous 
passage took the entire ship, and the Messenians honoured the 
memory of those lost by dedicating at Olympia what must have been 
a major monument, consisting of the entire group, sculpted in 
bronze by Kallon of Elis. (The impulse to dedicate so costly a 
memorial in Olympia can be seen as another illustration of western 
Greek desire to assert cultural connectedness with and pre-eminence 
in the prestige arenas of metropolitan Greece.) Pausanias gives us 
the fascinating detail, from autopsy, that this offering bore two 
inscriptions. The original one probably indicated little more than the 
identity of the dedicators and sculptor (5.25.4); while a later one (by 
perhaps just one or two decades) was in elegiac couplets, composed 
by Hippias of Elis. The reasons behind this intriguing further com- 
mission are left unexplained. The Elean’s intellectual fame and his 
associations with both the region of dedication and with Greek Sicily 
are obviously relevant. 

It has been plausibly suggested that the members of the young 
chorus were descendants of the families, originally from Rhegion, 
who had passed over the straits to the Sicilian shore when Messana 
was founded on the site of Zankle by the tyrant Anaxilas.” It is per- 
haps likely that the occasion at which they had been intending 
to perform was a more cultic than theatrical event, to use an unsatis- 
factory but useful opposition.*® There is in any case no indication 
from Pausanias’ account that they were in competition with other 
choruses. 

What more can be said about the possible nature of the choral 
events in the southwest of the island? Much depends on our inter- 
pretation of the word khoragos (yopayés). As Jordan argues, it is 
likely that these khoragoi are themselves performers, presumably 
the participating leaders of choruses. Most scholars who have 


** On this see further Shepherd (1995) 74-6, making the important point at p. 75: 
‘Tt is no accident that we have virtually no evidence of colonial activity in mother- 
cities and a great deal of it in the pan-Hellenic sanctuaries: the colonial dedications 
were the result of self-assertion, not of nostalgia.’ 

> Cordano (1980) 437; Maddoli and Saladino (1995) 337. 

°° Likely divine honorands are Apollo and/or Artemis: Schneidewin (1832) 20; 
Mosino (1977); Cordano (1980) 438. 
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commented on this document consider that they are unlikely to be 
leitourgical financiers, the meaning with which we are most familiar 
with the term in its Attic-Ionic form (yopnyds, khoregos) from the 
Athenian environment.” Rather, they appear to be what is sometimes 
called (in ancient and modern terminology) koryphaioi, the ‘leaders 
of the chorus’ in a more participatory, performance-oriented sense.” 
Unless, that is, they are trainers and/or poets, and/or producers of 
choruses. (The two—or three, or four—roles could, of course, be 
undertaken by the same person.) However many or few of these tasks 
were undertaken by these Sicilian khoragoi, their active, participatory 
role in the contest is virtually guaranteed by the language of the 
tablet itself: little reason otherwise to curse them ‘to ineffectuality 
both in word and deed’. 

A number of parallels not cited by Jordan for khoragoi (and related 
terms) in the western Greek context might usefully be brought into 
the picture. The lexicon of Pollux reports (9.41-2) that Dorian 
Greeks in particular (and Gela is a thoroughly Dorian foundation”’) 
used the word khoregeion where others used didaskaleion; they used 
khoregos for didaskalos, and the verb khoregein where others 


*” Thus e.g. Dubois (1989) 156: ‘Il n’est pas ici question de liturgie.’ Faraone 
(1991) 12 was undecided between ‘liturgists . . . or actual performers’. 

** Jordan cites the passage of Demetrios of Byzantium’s On Poems book 4 apud 
Athen. 14.633b that traces this semantic and historical shift—from ‘those who lead 
the chorus’ to ‘those who hire the choruses’—on which see further Calame (1977) 
1.93. 

» Gilula (1995), (1996) has argued that a Khoragos in a western Greek context 
was a commercial provider of costumes and props to dramatic productions. The 
argument is based on (1) the evidence of (second-century) Plautine comedy, with its 
roots in western Greek tradition; and (2) interpretation of the intriguing Khoregoi 
vase from Apulia (c. 430-380), on which see Taplin (1993) esp. 55-66 with further 
bibliography. The case for this usage in the second century is strong; but the Khoregoi 
vase is too weak a basis to project that usage back to the late fifth or early fourth 
century. There is also a danger of homogenising all the very limited evidence of 
western Greek practice so as to produce a coherent, single image. But that tradition 
represents more than half a millennium and hundreds of different centres that doubt- 
less had their own distinctive practices. I would in any case resist the implicit assump- 
tion of this argument that the chorus was effectively absent from western Greek 
dramatic traditions. The sense of ‘provider of costumes and props’ seems implausible 
for the mid-fifth-century Geloan context—Gilula does not claim it—(though some 
may be tempted to explain ‘the shop of the Alkiadai’ (1. 8) in this connection). 

Cf. esp. Th. 6.4.3; Luraghi (1994) 120. 
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used didaskein."' Although Pollux’ language is highly compressed, 
it seems fairly clear (especially from Attic—Ionic usage) that the 
meanings of these various terms are ‘training-room’ (especially 
for the training of choruses), ‘trainer’ or ‘trainer/poet’ and ‘to 
train’ (a chorus). In other words, this is evidence for the meaning 
of ‘trainer’ or ‘trainer/poet’ or ‘(trainer/poet)/producer’™ for the 
Dorian yopayés. 

Pollux in fact cites the work of an early western Greek poet to 
make his point—Epikharmos, who very probably came from 
Syracuse and lived and produced there under Hieron. Syracuse suc- 
ceeded Gela as the epicentre of Deinomenid power by at least 485, 
and with the transfer thither of Gelon.* It certainly possessed a 
theatre by the early fifth century (at a conservative estimate), and 
rebuilt a state-of-the-art version around 460. This, as Dearden com- 
ments, ‘must have been of considerable dramatic influence to Sicily 
as a whole’.“* Epikharmos is the most famous practitioner of Sicilian 
comedy in the early fifth century (at his peak around 480), and he 
was certainly not the only one.” In fact, the western Greek dramatic 


“ Poll. 9.41-2 (a list of the various physical components of a city): 


ToAews Sad pépyn Kal oToal Kal dpdmot Kal oTpaTHyia Kal apyela Kal ypappareta Kal 

ne aN ; ‘ ee eek i ‘ 
didackareia, d Kal madaywyta Kal Pwreovs Wrvdpalov. éxdArovv dé 76 SidacKkareiov Kal 
xopdv, dmdTe Kal Tov diddaKadov xopyyov Kal TO SiddoKew Yopyyeiv, Kal waALoTa ot 
Awpreis,(42) as Eniyappos év "Odvacet adbtopodw, ev & Apmayais yopynyeiov To 
ddacKadciov wrvdpacer. 


Pollux does not cite the Dorian forms of these terms (yopayds etc.), but his point is 
not a dialectal one in that sense. 

© For d:ddoxew to mean ‘produce’ (with or without the implication of poetic 
composition) compare its common usage in Attic khoregic and “didaskalic’ inscrip- 
tions; and note, for what it is worth, that Suid. «2766 uses the expression d.ddoxwv év 
Avpakovoas of Epikharmos’ production of comedy in Syracuse. Cf. Wilson above 
p. 161. 

® Hdt. 7.156.2. Luraghi (1994) 273-88. 

“* Dearden (1990) 232; Polacco and Anti (1990) esp. 155-9 for a late sixth-century 
date for the first phase of the large theatre at Syracuse. The post-c. 460 theatre had a 
trapezoidal orchestra. 

* Others include Phormos of Syracuse (early fifth century, said to have been the 
tutor of the tyrant Gelon’s sons: Suid. 4609; PCG 1), Dinolokhos of Syracuse or 
Akragas (fifth century, among whose titles may be a Komoidotragoidia: PCG 1). In 
the fourth century there is Apollodoros, from Gela itself (Suid. s.v.); and Philemon 
may have been Syracusan by birth (Suid. s.v.) Two titles of works ascribed to 
Phormos are the Sack of Ilion and the Horse (Suid. $609), which as Kaibel originally 
pointed out are very probably alternatives for the same work (see PCG 1.174). This is 
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tradition must have been very vigorous, and far from dependent on 
infrequent visits of luminaries like Aiskhylos.* At least as far as com- 
edy is concerned, it has a much better claim to the title of ‘inventor’ 
than Athens. We should also remember that in later years talent 
moved east as well as west; and that there was a home-grown 
tradition of tragic poetry in the region around Gela. The fifth- 
century tragic poet Karkinos (I) was said by some to have been 
Akragantine, but was in fact probably an Athenian from Thorikos.”” 
However, his grandson of the same name—Karkinos (II)**—also a 
tragic poet, is closely associated with Sicily and was probably born in 
Akragas, a city itself founded (in part or whole) by Gela (c. 580).” 
Another Akragantine tragic poet is the Empedokles who moved to 
Syracuse when the Athenian expedition arrived and whose tragedies 
Aristotle described as ‘political’ (Aristotle fr. 70; TrGF 1, 50). 
The tradition continued vigorously in the fourth century, with the 
tyrants Dionysos of Syracuse and Mamerkos of Katane (TrGF 1, 87) 
prominent at home and abroad; while Akhaios of Syracuse, author of 
at least ten tragedies, won at the Attic Lenaia around 330.” 

To return to the discussion of choral terminology in the 
West: Pollux writes that in his comedy the Seizures (Apzayai, 
fr. 13 K.—A.) Epikharmos used the term yopynyefov instead of 
SiSacKadreiov,! while his Odysseus the Deserter (Odvoceds 
abroporos, fr. 103 K.—A.) is referred to without quotation for the 
more general phenomenon (of khoreg- for didask- roots to refer to 
choral/theatrical training). This Doric and west Greek tendency 


thus another example, to add to that of Stesikhoros, of Horse being an alternative 
name for a Sack of Ilion—and so further supporting Ma’s case above (Chapter 8) that 
the Teian Horse was on the Trojan subject. 


“© The presence of Attic vases with images probably related to Attic tragedy is 
another indication of the wider interest in (Attic) tragedy in Sicily, and in Aiskhylos 
in particular. Many significant finds come from Gela: Todisco (2002) 53; and see 
now the compendium of material in Todisco (2003); for greater detail, see Kossatz- 
Deissmann (1978); cf. Allan (2001). 

” TrGF 1, 21. 

‘*S TrGF 1, 70. 

® Th. 6.4.4; 2. Pi. O. 2.15a. See Luraghi (1994) esp. 28, 125. 

°° IGIP 2325.242; TrGF 1,79. 

*! Epikharmos would in fact probably have used the form yopayeiwv: KA. 
ad fr. 13. 
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to use ‘choral’ words for ‘training’ or ‘production’ terms should not 
be taken to imply that the chorus itself had ceased to be a meaningful 
institution—on the contrary, if anything it points to a choral pre- 
ponderance. And there is good reason to believe that the works of 
Epikharmos themselves had a chorus, and interacted with a wider 
choral culture. There are for instance the many ‘collective’ titles 
of his works implying choruses—and among them, a ‘Choreuts 
(Xopevrai or Xopedvovres, cf. Bakkhai, Thearoi, Komasts, Months, 
Islands, Persians, Citizens, Sirens, Trojans; and cf. Sophron fr. 136); as 
well as the presence of a trapezoidal orchestra in the theatre at 
Syracuse.” 

Photius and the Suda record another example of an early western 
Dorian khoragos, and though it is not made explicit, he too—on the 
evidence of Pollux—is very probably a trainer/poet (didaskalos). 
This is a fragment of the contemporary (fifth-century) Syracusan 
composer of mimes, Sophron. It is simply the phrase ‘the khoragos 
scratches himself or ‘the khoragos is scratched’—6 yopayos EveTat 
(fr. 147 K.—-A.). This is cited without any further illuminating context 
apart from proximity to another phrase—ai tis tov évovta 
av7véve.—that may draw on a proverb along the lines of ‘you scratch 
my back, I'll scratch yours’. The proverb however is in evidence only 
much later, and Hordern (2004: 174) wonders whether Sophron 
himself may not be the origin of it. There is in any case little reason 
to believe that the two phrases were continuous in the original 
mime.” Pure speculation aside, we can say little else about this other 
than that it conjures an image of a choral trainer (didaskalos) being 
literally or metaphorically scratched by himself or another. 

All this implies that in the broadly Dorian, and specifically Sicilian, 
Greek performance traditions, from which our tablet certainly 
emerges, a khoragos is perhaps likely to be a trainer and/or poet—of a 


* Cf. Kerkhof (2001) 151-3. One could also cite the story of the Athenian soldiers 
in the aftermath of the defeat in Sicily who supposedly won their freedom from 
Syracusans by performing Euripidean songs in particular, among them presumably 
many choral songs (more likely to be known by ex-chorus-members among the 
soldiers): Satyr. Vit. Eur. fr. 39 XIX; Plu. Nic. 29. 

°° See Hordern (2004) 174. 

** Hordern (2004: 174) speculates about a chorus comically beset with an attack of 
itching. 
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production that involved choruses, to be sure. We should probably 
think of Eunikos and the other khoragoi in our tablet in this light. 
It is also likely that such trainer/poets were themselves active par- 
ticipants in the contest; that the differentiation we find elsewhere 
between poet and chorus-leader, or trainer and chorus-leader, did 
not apply. 

It is an intriguing coincidence that the targets of attack in the only 
good parallels for this ‘choral’ curse-tablet (and they come from a 
non-Dorian context) are described as diSdadcKador (didaskaloi) and 
dmod.oacKadot (hypodidaskaloi). These are two fourth- or third- 
century defixiones from Attica.” In one, the intended victims are 
described, with the repetition characteristic of such obsessive ritual, 
as ‘all the trainers/poets and assistant trainers with Theagenes, both 
the trainers/poets and assistant trainers’.*° Faraone is surely right 
to identify Theagenes as an Attic (leitourgical) khoregos, one with a 
formidable support-team at his disposal.”’ There are parallels in the 
way Apellis has taken such care to list a variety of opponents ranged 
against his Eunikos, including their sons and fathers (Il. 4-12). And 
the other Attic example, though less complete, evidently included “all 
the children (paides)’ in its attack, along with “all the didaskaloi with 
Si-[ ]’—the last probably the partial name of another khoregos; while 
the children are probably the boys in his chorus.” 

The case for a leitourgical khoragia in Gela revealed by this docu- 
ment certainly cannot be ruled out, however. The case against it, on 
the basis of Pollux, would be more compelling if he had not qualified 
his point with the word ‘especially’ (udAvora). The subject of the 
sentence about the use of these choral terms is ‘the Greeks’ in 
general. Among the Greeks, the Dorians ‘especially’ used khorag— 
terms for didask — words: that means that at least some other Greeks 
did so too; and it does not mean that Dorian practice was completely 
uniform. 


°° CIA App. 33 and 34, See Gager (1992) 49. 

°° CIA App. 34: rold]s mapa Oelalyéver mavras [8i]/dacKd(Aovs Kal brodida- 
(oxddAovs)/Kat dSacKdAro(us)/Kat d70didacK(dAous). 

°” Faraone (1991) 12; Wilson (2000) 357 n. 34. 

8 CIA App. 33: [t]@v / Mavria | robs mapa SLAOKXAAHI | [8:]8a0[«]dAovs / 


: y x 
mavras | mavtas Taidas. 
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What little we know of the political and cultural conditions of 
mid-fifth-century Sicily and Gela in particular is entirely consistent 
with the presence of rich and powerful élites keen to assert their 
position through cultural expenditure. A single individual example 
would be Psaumis of Kamarina, Olympic victor and poetic commis- 
sioner (Pindar Olympian 4 and 5), a man who also personally helped 
rebuild his city after its destruction by Gelon in the 480s. Whether 
the tyrants would have countenanced contest among such men 
in their cities’ festivals is an open question. As we have seen, our 
document may in any case derive from the period after their fall in 
Gela, which is likely to have been a period that saw a broadening of 
possibilities for élite participation in public life.’ But it is important 
to note that the leitourgical institution of the khore/agia was by no 
means exclusive to democratic polities. Nor should we take refuge in 
the hypothesis that its presence in Gela should be ascribed to its 
introduction there by visiting Athenians like Aiskhylos. 

A leitourgical interpretation of our tablet could in fact iron out 
some of its apparent eccentricities. I would suggest, on this working 
hypothesis, that its author, Apellis, was himself a competing khoragos, 
and that Eunikos was in his ‘team’, a star performer of some kind, 
actor or singer. The prayer is, after all, a request for his success, and 
Apellis’ ‘love’ for Eunikos is far from being inconsistent with his 
having a personal interest in his agonistic victory. 

Most of the others named are also competing khoragoi. Following 
the inclusive ‘all khorago? of (III), we move to specific, named 
rivals: Kaledias; Sosias—whose own star performer, [Mel]anthios, 
is also mentioned, perhaps too along with a reference to the source 
of his financial support (the shop or bar); Pyria(s), Mysskelos, 
Damophantos and the[ir khorag]os (adopting the reading suggested 
by Jordan) become members or supporters of another team.” 

It is a striking fact that the manner in which Apellis has expressed 
his wish for Eunikos’ success makes it quite likely that he expected 


» For the possibility of leitourgies under the Peisistratids see Wilson (2000) 
14-17. 

® Alternatively we could continue to regard Apellis as having no direct involve- 
ment in the contest, and see Eunikos as a khoragos among these others. The pair 
of Sosias and [Mel]Janthios, however, may incline us towards seeing a two-tier 
competitive pattern of ‘backers’ and performers. 
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there to be women in the audience of the choral contest in which his 
friend was competing. Having ‘marked down’ the group of com- 
petitors and their male relatives in (VI), Apellis goes on to pray that 
no one be more ozovéatos than Eunikos ‘with men or with women’. 
I have translated the adjective here as ‘(worthy to be) taken more 
seriously’, but perhaps closer to the mark is something like ‘arousing 
enthusiasm or admiration’. The expression captures the charismatic 
power of the successful contender, beautiful, skilled, and victorious. 
The idea and language are evocative of Alkibiades, and in particular 
of the response he was said to have generated habitually in the spot- 
light of a huge theatrical audience: ‘whenever he was khoregos’ he 
wore a gorgeous purple robe in the procession and ‘was the object of 
the adoring gaze (€0avyalero) not only of men, but of women too’ 
(Athenaios 12.534c). The last phrase offers a striking parallel to that 
in line 12 of our document. In wishing for this sort of charismatic 
adulation for Eunikos (which would in turn doubtless reflect back 
on himself as his lover), Apellis inadvertently alerts us to the likely 
presence of women in the Geloan festival audience. 


EROS AND THE CHORUS 


Apellis’ prayer is, so it seems, first and foremost an attempt to win the 
affection of Eunikos. It fits into a well-known category of curses or 
prayers that has a fundamentally erotic orientation and objective— 
the securing of the affections and charms of a particular target 
within a context of fierce rivalry.°' In that respect, it may be best 
termed a charitesion. It also takes its place alongside the only two 
other known examples, both from fourth- or third-century Attica, of 
curses from the choral, agonistic sphere (mentioned above). The 
Sicilian tablet is, however, the only one in which these two spheres of 
“competition’—the choral and the erotic—explicitly intersect. That 
intersection is, however, paralleled in other sources.” Apellis’ core 
wish—that ‘all praise and admire (Eunikos) both willingly and 


°! See Gager (1992) 78-115; Faraone (1999). 
* Wilson (2000) 254-6 for the Athenian khoregic context; Calame (1977) I for 
Alkman and the wider phenomenon. 
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unwillingly’ (Il. 2-4)—recalls some of the language and sentiments 
expressed in the seventh century by Spartan girls in choruses for 
their leader-figures—including a Hagesikhora (‘Leader-of-chorus’). 
I think in particular of the point at which the girls who sing Alk- 
man’s first Partheneion declare their awestruck affection for their 
leader (probably the Agido they have just described as brilliantly 
glowing as the sun): “But our glorious khoragos does not allow me 
either to praise or blame her’ (ewe & or érawijy ode [w]wpnoacbar 
vw a KAevva xopayds 008 duds eu, fr. 3 Calame Il. 43-5). 

The further self-description of the interaction between (as it 
appears) members of this chorus and the leader-figures of Agido 
and Hagesikhora is similarly charged with erotic overtones (see esp. 
ll. 74-7); as is that from another maiden’s chorus by Alkman who 
sing of ‘limb-loosening desire’, seemingly directed towards a choral 
leader called Astymeloisa (‘Darling of the town’) whose swiftly 
moving long legs and beautiful hair are fleetingly evoked (fr. 26 
Calame Il. 61, 70-2). While the Spartan girls seem to have a limit 
placed on the (in any case somewhat stylised) expression of their 
erotic emotions for their leaders, as part of the rite of passage in 
which they are engaged, in Gela it seems we catch a glimpse of the 
rawer expression of a desired affection sought of a choral performer 
by another male (whether older or younger we cannot say, though 
Jordan’s assumption that Apellis is the erastes is most plausible). 
It does seem quite likely that Apellis himself is directly involved in 
the choral contest in some way: he is certainly extremely well 
informed about it.” 


° Calame (1983) 326-7. 

* Calame (1983) 403-13. See also Stehle (1997). 

*° Another relevant comparandum is the erotic graffiti found in or near sanctuaries 
or gymnasia which praises the balletic skills of love objects or compares skill in dance 
with skill in sex. The best-attested examples come from Thera, where rock-cut 
inscriptions praising the erotic charms of males, along with their dance-skills, were 
probably associated with the cult of Apollo Karneios and competitive dance in that 
cult. See Powell (1991) 171-80 with earlier bibliography. Two examples: IG XII 3, 543: 
‘Barbax dances well and has given [me] pleasure’; IG XII 3, 536—a set of agonistic, 
‘capping’, graffiti: ‘Pheidippides got fucked here. / Timagoras and Empheres and 
I—we got fucked too. / Emp(h)ylos [did] this [got fucked too? carved these 
words?]... / Empedokles wrote this. And he danced, by Apollo!’ Translation of 
Powell (1991: 180), who adds, “This youthful pederastic boaster not only writes—he 
dances too!’ For similar inscriptions on Thasos see Garlan and Masson (1982). 
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COMPARATIVE CHORAL PRACTICE 


Further comparison with the choral culture of Archaic Sparta may 
throw some light on the inclusion of Sosias and the shop (or bar) of 
the Alkiadai in Apellis’ curse ((V), ll. 8-9). I think of the passage 
in Alkman’s first Partheneion (fr. 3 Calame) in which the girls air the 
possibility of ‘going to the house of Ainesimbrota’ to secure some 
sort of aid in their struggles, choral and erotic. Opinion divides as 
to whether this Ainesimbrota is more probably a (rival?) expert in 
choral leadership or a pharmakeutria who might dispense love- 
magic. A shop or bar (xazedeéo 1. 8) is perhaps not intrinsically 
a very likely term to use to describe a place of choral training; but 
a shop may all the same have been put to that purpose in Gela, a 
city whose Rhodian and Cretan roots may have made its élite less 
precious than that of Athens about matters mercantile.” As Jordan 
suggests, we may see here a form of collegial choral organisation— 
and perhaps, of sponsorship—based around a commercial business. 

In the first and principal verbal act of this document (III), Apellis 
‘marks down’ all the khoragoi to ineffectuality in word and deed. By 
deed we are perhaps encouraged to think especially of their dance- 
movements or, if leitourgical khoragoi, of their practical support of 
their teams. They are also marked down for failure both in and 
outside the agones—along with their (male) children and their 
fathers. This generational smiting may be part of the formulaic sort 
of ‘root and branch’ rhetoric of curse, but Jordan asks pertinently 
whether there may not be a more pragmatic aspect to their inclusion: 
does this imply that these khoragoi were of an age to have sons; and 
did fathers (— and sons? —) play some role, perhaps in supporting 
khoragoi in the contests? 


°° Calame (1983) 337. 

*” On IGDS 130 (dated c. 500), one of the few funerary inscriptions from Gela, the 
trade of the deceased in life—a cord-maker ([x]aAozouds)—is explicitly marked. 
This is unusual for any region at this date: Dubois (1989) 148. 

8 Cf. the use of expressions such as ypijjaoe Kat oodjatt, ‘with money and in 
person’ (e.g. Lys. 19.58) of leitourgical contributors in Athens: Wilson (2000) 
135-6. 
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As for the idea of paternal support for their son’s choral 
endeavours, this is entirely plausible, and parallels could be drawn 
from the Theban ritual of the Daphnephoria. Here, in Pindar’s day, 
son and father of a noble house—as well, it seems, as mother and 
daughter—are all involved with different roles in a choral event that 
expresses and asserts the position of the house within wider Boiotian 
social and political networks.” There is also the clearly observable 
phenomenon in the context of the Athenian theatre that saw theatri- 
cal and other musical crafts being transmitted through generations 
of the same family. We might note in particular the claim preserved 
in the Suda regarding the practice of the tragic poet Karkinos (who, 
as I have noted, has Sicilian connections): in forming his choruses, he 
‘introduced [his sons as khoreuts] to dance in his own dramas’.”” The 
sons of tragic poets and actors evidently often entered the trade.”! 
Also relevant from the Athenian context is the practice of fathers and 
sons sharing the same monuments recording their agonistic victories 
with choruses.” 

Sosias may, I think, be one of the Alkiadai mentioned as shop- 
owners in (V) himself: ‘Sosias I mark down, the one from the shop of 
the Alkiadai, because of his love of [Mel]anthios.’ It is an intriguing 
coincidence that one of the very few epigraphic finds from the 
Archaic Geloan necropolis (on Capo Soprano), consists of the 
remains of a substantial funerary monument in the shape of a Doric 
naiskos, dated to around 500 sc, with a list of some ten or more 
names on it—and among them, a Sosias and an Alkias (Fig. 32).”* The 
presence of a Sosias and an Alkias on the same funerary monument 
certainly suggests they were related; the monument itself implies 
social elevation of the family; and the find-spot and relative rarity 
of the names speak for a possible relation to the Sosias and the 


® Pi. fr. 94b S.-M.; Kurke (2006); Stehle (1997) 93; Wilson (2000) 280-1. 

” Suid. « 396. 

7! Sutton (1987). 

2 Wilson (2000) 228-9, 232. 

® Dubois (1989) 148-50 no. 131, Museum of Syracuse no. 20087; Jeffrey (1990) 
no. 56. Dubois (1989) 149 reads ten names, including as a separate name rather than 
an ethnic one Geloios. There appear to have been at least two other names, now 
illegible, on the monument. See Gentili (1946) 11-13. 
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Fig. 32 Line-drawing of the inscription, consisting of a list of some ten or 
more names, on a monument from the Archaic necropolis of Gela (Capo 
Soprano), in the shape of a Doric naiskos, dated around 500 Bc. 


‘offspring of Alkias’ in our document.” It is therefore quite likely 
that the Sosias of our tablet (perhaps the grandson of that on the 
funerary monument?) was one of the Alkiadai who owned the shop. 
Perhaps they, as a family group (recalling our document’s reference 
to fathers and sons), formed a competing chorus. 

I must defer to the experts on the matter, but I am not convinced 
that this was necessarily a funerary monument, and I would like to 
air the possibility that it may rather have been a dedication, quite 


™ Sosias is recorded 26 times in LGPN 1 (including 6 times in Kyrenaica), 52 in 
LGPN Ul, 25 times in LGPN IIIa (which includes western Greece and Sicily—with 13 
Sicilian attestations), 36 times in LGPN IIIb and 26 times in LGPN IV; the corres- 
ponding figures for Alkias are: 5, 9, 20 (this figure again includes Megale Hellas: 
just 2 in Sicily, this one and another in Hellenistic Syracuse), 11; the name Alkiadas is 
recorded only in LGPN IIIa, 4 times (the single Sicilian occurrence is on our lead 
tablet, understanding "AAxvadayv in line 8 as a proper name), and once in LGPN IIIb. 
Alkiadas is clearly confined to Doric and in particular western Greek contexts, while 
Alkias is slightly more broadly spread and Sosias much more widely diffused, though 
far from common. 
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possibly marking the victory or performance of a chorus. The form 
of the monument—a naiskos — and, more strikingly, the nature of its 
inscription, are equally if not more compatible with a dedicatory 
monument. The names are merely listed, with no indication of the 
relationship of their owners to one another,” no patronymics and 
nothing whatever by way of the traditional diction of epitaph. We 
might contrast the use of the explicit ro odua—‘the funerary 
marker’—on two of the very small number of other Geloan monu- 
ments (IGDS 128 and 129); while a third (IGDS 130) furnishes 
the patronymic, as well as indicating the trade, of the deceased. The 
list on the naiskos seems too numerous and too imprecise in its 
formulation to be that of the dead within a tomb. Some other reason 
for their being collected in this way is needed.” There is, however, 
admittedly little that explicitly points to an agonistic group. The 
most suggestive element in that direction is the quite extraordinary 
name that heads the list, in prominent position—Twaéoivoos 
(Tinaxinoos). Guarducci drew attention to the ‘lyric and possibly 
erotic associations of this name, drawing for comparison on Sappho 
fr. 47 L-P: ‘Epos ériva€é wor dpévas—‘Eros has shaken my mind’.” 
This is entirely without parallel, and perhaps too outlandish for an 
ordinary name. It would however serve very well as a ‘stage-name’ 
for a star—‘Mind-shaker’; or should that be ‘Heartthrob’? 

In fact, the few archaeologists who have discussed this intriguing 
monument seem to agree that the names were in fact probably 
added to it at a later date, but not long after it was erected—either 
‘through piety or for amusement’ (‘per pieta o per ozio’, as 
Guarducci 1949-51: 110 put it). Thus they have been classified 
as graffiti names, and probably not in fact those of the deceased 
within.” By ‘pieta’ I suppose Guarducci envisages some friend or 
relative adding names that were omitted from the original design, 


® At least one of the names—Kaposos—is indigenous (Dubois 1989: 149). 

© Cf. eg. the choral monument of Sokrates and Euripides from Anagyrous 
in Attica: IG P 969, c. 435. The names of the fourteen tragoidoi here have no 
patronymics or demotics. On this see Wilson (2000) 131-3. 

” Guarducci (1949-51) 111 n. 1. The erotic associations of this name, if a 
performer, are apt. 

*® Gentili (1946) 11; Jeffrey (1990) 273. Cf. Dubois (1989) 148: ‘trés négligement 
gravés’. 
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or perhaps the names of family members who died after it had been 
erected.” That would not explain the negligence of the inscription, 
but few inscriptions of this date in this region are made with especial 
care.’ Much could come under the rubric of ‘ozio’. But, although the 
names are rather roughly formed and ill-organised, they are not the 
scrawls of an idle skulker in the cemetery, and may in fact be original 
to the design of the monument.*' 

If however they were inscribed by a later hand and had no 
germane association with the original plan of the monument, by 
far the most likely motivation for their inscription is that which 
frequently saw simple lists of names incised on (lead) tablets as 
defixiones — namely to curse and control. This would give us 
another reason to connect this group, under the leadership of “Heart- 
throb’, with the world of agonistic choral performance. They may 
be a team of some dozen performers, one of whose rivals sought to 
enlist the aid of the powers of the dead against them by attaching 
their names to this tomb. 


CHORAL NAMES 


David Jordan has commented to me (per litteras) that Eunikos is 
aptly named for a would-be victor active in the world of choral 
contest.* If this is a name given at birth, it may suggest that he came 
from a family conscious of its status (we might compare the names 
of the Spartan élite who performed in choruses under Alkman’s 


” Gentili (1946) 13 thought of nomina devotorum. He describes the inscription of 
such names as an anticipation of the practice (known from other sites in Sicily) 
whereby such names are inscribed on defixiones with the intention of granting 
immunity to the tomb—‘“dare immunita alla tomba’. 

*° Cf. e.g. Dubois (1989) nos. 74-6, 88. 

*! This seems the more likely if Gentili (1946: 13) is right to read the words on the 
right-hand side as Aeivos Tedoios é[zoter], or é[ypader]—“Deinos the Geloan made 
(or wrote) this’. 

*° See n. 74 above. Examples of such lists from Attic defixiones include CIA App. 
5-13, 19-31. I note in passing that a Eunikos appears on one such list (CIA App. 8), 
dating from the third century. 

*° Cf. also Faraone (1991) 28 n. 50: ‘the hereditary nature of the curse and the 
significant name of Eunikos (“Good at Winning”) may suggest a professional actor’. 
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direction such as Hagesikhora, Agesidamos, Agido™); if a ‘nick name’, 
Jordan suggests, it may have been won from past victories. However 
that may be, I would suggest that Apellis delicately draws on the 
magical potential of his friend’s name in the closing phrases of the 
curse where, despite the illegible opening of line 13, the prayer that 
Eunikos be always victorious enforces a link between Eévixo. (‘for 
Eunikos’) and dé vixdv (‘always to be victorious’). 

This document shows us a context in which choral groups may 
have been formed at least in part by association through the male 
family line (and across three generations). It therefore seems more 
likely that Eunikos was named at birth with an eye to his hoped-for 
future agonistic career—whether that be taken to imply pro- 
fessionalism or the aspirations of a leisured élite conscious of its 
status, and of the need to assert and maintain it. Onomastics may be 
able to take this a little further, or at least to broaden the question. It 
is a striking coincidence that Eunikos was also the name of one of the 
choreuts on that most intriguing item of visual evidence for Classical 
theatrical practice, the Pronomos vase. He is in fact the ‘first’ choreut 
on that vase, in so far as he is at the far left-hand side in the top row 
of the overtly theatrical image. Very probably made in Athens in the 
late fifth century though found in a western context (Ruvo di Puglia), 
this krater evidently bears some quite close relation to a (successful) 
performance of the satyr-play, and so probably of tragedy, in 
Classical Athens. In addition to Eunikos, others among the named 
chorus-members on this vase include a Euagon and a Nikoleos. The 
case has recently been put (by Junker 2003) that these ‘sprechenden 
Namen’ serve to reflect the agonistic nature of the theatrical event, 
with at least a strong implication that Euagon in particular and 
Eunikos in all likelihood were not the names of actual choreuts 
involved in the performance that gave rise to the vase, and were 
probably not ‘real’ Attic names at all. They are, rather, included 
simply to evoke the world of agonistic performance.* The argument 


** For Agesidamos as a choral leader, explicitly described in a fragment of Alkman 
as a khoragos, see Alkm. fr. 10, b.10ff., with Calame (1983) 277, 459, 463. 

* Junker (2003: 331) distinguishes this small group of ‘agonistic’ names from a 
larger group of common Attic names among the choreuts on the vase. The latter are: 
Kharias, Kallias, Nikomakhos, Dorotheos, Dion, Philinos. See Wilson (forthcoming) 
further on Pronomos and his vase. 
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as it relates to the Pronomos vase is to my mind quite inadequate. 
Volume 7 of Traill’s PAA (1998) names a definite Athenian Euagon 
(no. 425655), an epimeletes of the Boule c. 130-120, along with well 
over thirty Attic Eunikoi, among whom there are some very clear 
Classical examples.*° Eunikos is thus a perfectly possible—if not 
common—Attic name, and there is no reason to regard Eunikos the 
choreut on the Pronomos vase as an invention. 

Our ability to identify Eunikoi in Athenian and Geloan choruses 
in the fifth century implies that such family traditions or aspirations 
were shared across the Greek world (though it is worth pointing 
out that the name ‘Eunikos’ helpfully leaves open the possibility of 
success in any agonistic sphere.) We should not underestimate the 
inordinate importance of agonistic success to political supremacy 
and ideological needs among the élite of late Archaic Greek Sicily,*’ 
as also, under different conditions, in Classical Athens.** That 
importance was amply reflected in practices of naming. A full study 
of such names is beyond the scope of this book, but would be an 
invaluable pathway into the sociology of the musical arts in Greece. 
One name that must surely figure in such a study is an Athenian not 
mentioned thus far—Khoregos the comic poet.” Another is that of 
the man who appears on another financial document on lead from 
Sicily (Kamarina, c. 300), who is currently known as Koragos, but 
whom we should very probably call Khoragos.” 


*° These include a comic poet of c. 400 (PCG 5, 278); a late fifth-century 
demesman from Aixone (PAA 5850); a fourth-century member of the Pandionid 
tribe (PAA 5854); and a demesman from Kholargai (cf. D. 57.43; APF 3126). 

*” Luraghi (1994) 127 writes of ‘lo stretto legame tra vittoria agonistica e supre- 
mezia politica che percorre tutta la storia greca arcaica, e che proprio in Sicilia, nei 
primi decenni del V secolo, diviene un fenomeno di importanza cruciale’. That the 
agonisitic culture of Greek cities in Sicily itself in turn became a subject of theatrical 
attention is clear from e.g. Epikharmos’ comedy Epinik[i]os: PCG I, 33. 

88 Cf. Osborne (1993). 

* On whom see Luppe (1971) 126. Note also the choreut [E]pinikos on the Attic 
bell-krater of c. 425, thought to represent a dithyrambic chorus: Copenhagen 13817; 
for the name and full discussion see Johansen (1959) esp. 9-10. 

°° The document (reference to which I owe to David Jordan) is Dubois (1989) 
no. 125. The name Kopdyou appears as the buyer in the contract (fragment 2a). 
Dubois (1989) 136 associates the name, which is otherwise unknown, to the title 
given to Arkadian priests, Kopayoi (IG V 2, 265 and 266). This is improbable in the 
extreme, and the first letter of the name is easily and more plausibly read as a khi, not 
a kappa. 
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ENODIAI? 


What were the forces upon whose aid Apellis called to promote the 
appeal and success of his friend Eunikos? Chthonic deities are prima 
facie the most likely candidates, even in a prayer that is as much a 
charitesion as a curse. With no knowledge of the archaeological con- 
text in which this tablet was found we are thrown back on the enig- 
matic document itself. I conclude with a tentative and speculative 
suggestion. 

In the first place, the fact that the document is inscribed on lead 
already efficacious in a financial transaction should perhaps not be 
neglected, even though such reuse of lead (as of ostraka) is fairly 
common and unexceptional. The proven efficacy of the object for 
Apellis may thereby be implicitly—or perhaps, quite explicitly (see 
below)—adduced in the second use to which it was put. We could 
have here an example of the activation of the power of an object 
already successful that is comparable to the more spectacular reuse of 
tripods dedicated at Olympia—already markers of élite success and 
authentic adjudication—as the material on which the Eleans chose 
to inscribe their laws.” 

Both texts on this tablet share a concern with rid (tima).” In the 
case of the financial transaction on Side A, ryua—the ‘value’ of the 
cattle (1. 5) —is the essential matter at stake in the record. And, what- 
ever the precise nature of the interaction between Apellis, Myskon, 
Demokritos, and Empedokles, it seems that Apellis successfully relied 
on this material record of his having handed over that tid (as a 
monetary sum) in order to draw it back again. The tablet was more 
than a handy piece of writing material that had outlived its initial 
usefulness: it had a proven power to draw tid. 

On Side B, tyua appears in the frustratingly damaged line 13, 
in Jordan’s section VII: 


6s obTos <6> BéAyos, tos TE-/[ - c. 5 - JOAIAITIMAN épicawro 


2 7 2\ a a 
Ebvirot QE VLKQV TTAVTE. 


*! My thanks to Ben Brown for this point. On the Olympic laws: Siewart (1992). 
* For what follows—including the suggested reading of ll. 12-13—I am greatly 
indebted to Archibald McKenzie. 
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The formula of sympathetic magic here that sees the correlation of 
6s and ros appears to extend to odros, suggesting that the TE-/ of 
lines 13-14 ought to be a form of z#vos. A possible restoration 
becomes: 


Os obtos <é> BdAmos, tos TH/[vov Ev] ddtar tysdv éptoawro. Edvixor dé 


VLKGV TTAVTE. 


The meaning would be: ‘Just as this lead (sc. effectively drew the tima 
of the guarantee), so may the Enodiai draw out the tima of those men 
(sc. the rival khoragoi and their supporters listed in the tablet by 
amoypadw). Hdvico. dé viKdv mavté becomes a free-standing 
wish: ‘For Eunikos may there be victory always, everywhere.’ 

Enodiai is not otherwise attested as a collective name or epithet, 
though the word is used in the singular of Hekate in particular, 
but also of Persephone, by Sophokles among others.” In Thessaly 
and Macedonia, Enodia frequently stands alone as a divine name, and 
she is a powerful religious presence in many places.” It is therefore 
just possible that this was a way of referring to the ‘pair’ of chthonic 
goddesses who so dominated the religious and civic life of early 
Gela, and in whose cult these choruses may have been performing — 


* Soph. Ant. 1199 (évodiav bedv): Hekate is probably intended, though Perse- 
phone is also a possibility: Kamerbeek (1978) 194. In fr. 535.2 R (ris etvodias 
Exarns), Hekate einodia is in attendance on another deity, who should be Artemis, 
Demeter, or Persephone. In the Homeric Hymn to Demeter (440), Hekate is the 
ampomodos of Persephone; identified with Artemis at Eleusis, she serves there as 
‘intermediary between [the Great Goddesses] and mankind’: Richardson (1974) 295. 
At Eur. Ion 1048 (Eivodia Odyarep Adpartpos) the chorus prays to Einodia to 
direct the attack on Ion. It is difficult to decide whether Hekate or Persephone is 
meant: cf. Hel. 569-70 with Kannicht (1969) II.160—1; Owen (1939) 138. Hekate also 
has this epiclesis in many magical papyri: cf. e.g. Preisendanz no. 4, Il. 1434, 2559, 
2609, 2720, 2857. ‘Kore’ is given as the explanatory gloss for the epiclesis Hodia by 
Hesychius, s.v.: Odia- 4) Kopy Oeds. 

* Thessaly: e.g. BCH 7, 60 (Pherai); BCH 13, 392 (Larissa: a dedication ‘to Zeus 
Meilikhios and Enodia and the city’), SEG 35, 590 (c. 450-425); SEG 34, 572, 574 
(Phthiotic Thebes, c. 300: dedications to Ennodia); cf. Polyainetos 8.43. A Thessalian 
(from Phakion) makes a dedication to Artemis or Hekate [EJ/nodia in Euboea: BCH 
15, 412. Macedonia: e.g. SEG 27, 1291 (= SEG 30, 579) (Pella, early fourth century, 
funerary epigram for a priestess of Enodia); SEG 31, 625 (Beroia, c. 275-250, 
dedication to Enodia). On the Thessalian cult and its spread into Macedon see Chrys- 
ostomou (1998); Morgan (2003) 135-40. 
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Demeter and Kore. Or perhaps this was the title of an otherwise 
unattested pair of avatars of the goddesses, or attendant forces who 
served as their intermediaries with the world of men—‘watchers of 
the way’ between this world and theirs. 
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Lykourgos 93 n. 10, 114, 144 

Lysikles (khoregos), see khoregic 
monuments 

Lysikrates (khoregos), see khoregic 
monuments 

Lysippos (didaskalos) 76 n. 44 


magic 349, 366, 368, 375-6 

see also curses / curse tablets 
magicians 344 
Mamerkos of Katane 362 
Menalkes (kitharode) 46, 47 n. 165, 290 
Menekles of Teos 285 
Menippos 54-5 
Mithridates 276 
Mithridates VI 58 
Mouseia, at Thespiai 32, 38 n. 117, 68-9, 
70, 71, 73 n. 34, 75, 76, 78, 79, 83 
Myskon 338, 339, 340 


“New Music’ 355 

Nikander (epic poet) 284 

Nikias (khoregos), see khoregic 
monuments 

Nikokles (kitharode) 12 

Nikodromos (kithara player) 240-1 

Nikophon (comic poet) 41 
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at Peiraieus (Attic deme) 89, 92, 95, 
100, 107 
prohedria 61-2, 92-3, 94, 95, 99, 106 
n. 37, 110, 113, 116-18, 120-1, 
125 
at Rhamnous (Attic deme) 106 n. 37 
at Samothrace 287 
seating capacity of 97, 99-100 
seating reservations for 60-1, 101, 
111 
shape of 99, 106 
stone construction of 98 
at Syracuse 106 n. 37, 198, 361, 363 
at Thorikos (Attic deme) 106 n. 37 
wooden construction of 95, 98, 
103-8, 163 
Theatre of Dionysos (Athens) 96-100, 
116-20, 131 
Classical 98-9, 116-21, 117, 121 
Lykourgan 95, 98-9, 106, 112, 116, 
117, 118, 120 
seating capacity of 97, 99-100 
shape of, see theatre 
Thargelian contests held in 163 
theatron: 
meaning of term 89-90 
theatronai / theatropolai 88-90, 96-7 
Themistokles 124 
Theodotos (singer) 76 n. 45 
theorikon (festival fund) 100-3 
theoroi/ theoria 77, 79, 82—3, 282-4, 
286, 288 n. 34 
Theseus 172-4, 181 
Theseus (kithara player) 240-1 
Thrasippos (aulos player / khoregos) 124 
Thrason (poet) 240-1, 285 
Thrasyllos (khoregos), see khoregic 
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Tiberius Claudius Nusios 28 
Timotheos (poet) 161 n. 45, 162 
Tinaxinoos 371 
tragedy 14, 16, 197, 210, 290 
in Cyrene 187, 208-9 
at Iasos 281 
reperformances of 44, 354, 357 
at Rural Dionysia 125-6 
in Sicily 362 
tragodos 30 
tripods 128, 130-1, 146, 149, 158, 166 
bases of 128-30, 129 
cost of 207 n. 49 
at Delos 175-6 
at Olympia 375 


‘Tripod Street’ 130-1, 144-5, 
144 
Trojan Horse: 
as theme of song 242-4 


Ulpius Aristokrates 60 
Valens 49 
victor-lists 11 


see also Teos 


Xenokles of Sphettos, see agonothetic 
monuments 
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1.119: 89 

2.55: 110 
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3.52: 107 
AISKHYLOS 

TrGF3 TK: 356 

TrGF 3 T 162: 356 

TrGF 3 fr. 341: 165 

Life 10: 356 
ALKAIOS 

Anth, Plan. 7: 242-3 
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fr. 3 (Calame): 367, 368 

fr. 10 (Calame): 373 

fr. 26 (Calame): 367 
AMMIANUS MARCELLINUS 

26.5.15-18: 49 
AMPHIS 

fr.14 PCG: 161 
ANDOKIDES 

1.133-4: 89 
Anecdota Graeca 

259.32 (Bekker): 93 

4.314 (Cramer): 165 
Anthologia Graeca 

9.357: 38 

16.207: 64 
ANTIPHON 

6.11: 157, 160 
APOLLODOROS 

3.15: 181 
ARISTOPHANES 

Akharnians 25: 95 

Birds 1377-1409: 167 

1764: 211 

Clouds 333: 167 

Frogs 366: 167 

Knights 729: 158 

Thesm. 395: 98 
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Wasps 90: 95 

fr.575 PCG: 88 
ARISTOTLE 

Ath. Pol. 42.4: 107 

46.1: 109 

47.2: 89 

47.4: 114 

56.3: 157, 167 

60: 41, 89 

Poetics 1449a9: 191 

Politics 1341a35: 124 

Rhetoric 3.6.7 (1408a): 202 

fr. 70: 362 

fr. 624: 161 
ARISTOXENOS 

fr. 124 W: 355 
ARKHILOKHOS 

fr. 120-1 (West): 191 
ARRIAN 

Anabasis 2.1, 4: 276 
ATHENAIOS 

4.139b: 213 

4.167f: 104 

4.168: 63 

4.181c: 168 

4.441e-f: 204 

6.229c: 144 

9.406c: 144 

12.534c: 366 

12.538: 45 

12.538c: 276 

13.59la: 64 

13.609e: 212 

14.617 b-c: 160 

14.632a: 355 

14.633b: 346, 360 

14.635c-f: 204 


BAKKHYLIDES 
dithyramb fr. 9 (M): 244 
Theseus: 173 
Youths: 178 
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Batrokhomyomakhia 
179: 341 


Cassius Dio 
51.12.52 43 
CICERO 
Pro Flacco: 24 
Verres 4.46-7: 271 


DAMASTES 
FGrH5F7: 172 
DEMOSTHENES 
18.28: 110, 114 
18.141: 182 
18.260: 191, 210 
19.60: 108 
21.8-10: 107 
21.8: 163 
21.10: 114, 152, 163 
21.13: 160 
21.17: 162 
21.52: 175 
21.206: 107 
39.23-4: 167 
51.1: 164 
57.43: 374 
DipyMos 
» Demosthenes 11.22, col. 12.43: 
162 
Digesta 
47.10.9.1: 66 
Dio Cassius 
43.22.2: 105 
Dio CHRYSOSTOM 
Oratio 35: 23 
DIoGENES LAERTIOS 
1.2: 5 
3.56: 9 
Dionysios THRAX 
2 Grammatici Graect I, 3, p.451: 165 
DIOSKORIDES 
Anth. Pal. 5.138: 243 
Dioporus SICULUS 
4.60.4: 181 
11.66.4: 356 
11.68: 356 
11.72-3: 356 
11.76: 356 
11.86: 356 
17.16.3: 197 


Duris 
FGrH 76 F 36: 162 


EMPEDOKLES 

TrGF I, 50: 362 
EPHORUS 

FGrH 70 F 120: 288 
EpIKHARMOS 

fr. 13 PCG: 362 

fr.56 PCG: 345 

fr. 103 PCG: 362 

fr. 237 PCG: 355 

PCGI, 33: 374 
ERATOSTHENES 

FGrH 241 F 44: 211 
Etymologicum Magnum 

S.Vv. OwArdoet: 93 
EuNIKosS 

PCG V, 278: 374 
Eupotis 

fr. 239 PCG: 180 

fr. 318 PCG: 162 
EuRIPIDES 

Alkestis 445-54: 201 

Helen 569-70: 376 

Ion 1048: 376 

fr. 477: 165 


HARPOKRATION 

S.V. €SwAdoat: 93,101 

s.v. dappakds: 172 
HELIODOROS 

Aithiopika 6.3: 191 
HELLADIOS 

ap. Phot. Bibl. 279 p. 534: 166, 171 
HELLANIKOS 

FGrH 4 F 85-6: 204 

FGrH 4F 101: 284 

FGrH 4 F 152a: 172 
HERODOTOS 

4.161: 204 

5.67: 209 

6.60: 211 

7.153: 354 

7.156: 361 

8.46: 179 
HEsIopD 

fr. 37.16-22 (M-W): 202 
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s.v. vikabpov: 206 5.17.9-11: 202 
s.v. Odia: 376 5.25.2: 358-9 
s.v. 7évre Kpitai: 355 5.25.4: 359 
S.v. muAauides: 212 6.9.4: 356 
HORACE 8.22.7: 203 
Ars Poetica 357: 281 8.50.3: 232 
9.2.7: 32 
IsAIos 9.11.5-6: 162 
5.41: 158 PHEREKRATES 
7.40: 158 fr. 260 PCG: 95 
IsTROS PHEREKYDES 


FGrH 3 F 149: 181 
PHILO JUDAEUS 
KALLIMAKHOS In Flaccum: 23 

hymn 2: 199 PHILODEMOS 

hymn 2.85-7: 204 Piet. 27 Ob: 23 

hymn 3.206-8: 203 PHILOKHOROS 


FGrH 334 F 50: 172 


hymn 4: 177 FGrH 328 F 17: 181 

fr. 115 (Aetia 3): 280 FGrH 328 F 33: 90, 101 
KRATES FGrH 328 F 75: 154 

fr.27 PCG: 167 FGrH 328 F 115: 153 
KRATINOS PHOTIOS 


fr. 360 PCG: 98 
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Hypoth. Dem. Olynth. 1: 90, 101, 106 


Livy 
37.17.3-8: 297 
LUCIAN 
Anach. 9: 38 
LykKOURGOS 
fr. 2: 93 
LysIas 
7.2: 89 
13.37: 95 
19.58: 368 
21.1: 167 


MICHAEL APOSTOLIOS 
Corp. Paroem. Gr. 3.31.19: 152 


NIKARKHOS 
POxy. 4502, 39-41: 89 


S.V. dyKupides: 154 


S.V. veunoers UroKpita@v: 78 


s.v. OapyjAva: 152 
s.v. [1d@ov: 153, 167 
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4-5: 365 

6.94-6: 354 

13: 127 

13.17-19: 205 
Pythian 2.15-16: 354 
4.126: 203 

5.22: 197 

5.63-5: 192 
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9.97-103: 198 

fr. 70b (M): 168 
fr. 94b (M): 369 
fr. 128c (M): 165 
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Gorgias 472a: 158 8.43: 376 
50le: 161, 165 POLYBIOS 
Laws 654a: 211 6.47.8: 78-9 
659b-c: 355 PoRPHYRY 
700a—701a: 165 ap. Horace Ep. 2.1.232: 
Minos 318d—320e: 181 281 
321a: 181 
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Republic 4.427c: 152 1.10: 167 
PLAUTUS 3.24: 101 
Trinummus 468-73: 24 2' ARISTOPHANES 
Cistellaria 90: 105 Birds 1403a: 167 
Curculio 643-7: 105 1764: 211 
PLINY Frogs 357: 205 
Natural History 35.172: 256 Thesm. 395: 98, 106 
PLUTARCH Wasps 90: 95 
Alexander 4.11: 276 + DEMOSTHENES 
29.1-3: 276 11.22: see Didymos 
Antony 9.3: 89 2 HOMER 
Lysander 18.4: 26 Iliad 9.129: 212 
Moralia 348e: 190 2 LucIAN 
349a: 148 Timon 49: 90, 101 
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494: 203 6.53: 172 
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842a: 114 Olympian 2.15a: 362 
1141d: 160 9.1k: 211 
Nikias 29: 363 13.26a: 205 
Philopoemen 11: 232 Pythian 2.27b: 354 
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Sulla 11: 59, 276 Republic 394c: 205 
Themistokles 5.4—5: 124 SAPPHO 
Theseus 12.3: 172, 174 fr. 47 L-P: 371 
14.1: 172 SATYRUS 
16.1: 181 Vita Euripidis fr. 39 XIX: 
18.1: 172 363 
22.4: 172 SERVIUS 
27.4: 172 ad Verg. Aen. 2.201: 244 
PoLLux SIMONIDES 
3.153: 38 Anth. Pal. 6.213 (Page, FGE 27): 127, 
4.118: 166 205 
4.121: 93,95 epigram 145 (B): 127 
4.122: 98 SOPHOKLES 
4.123: 93 Antigone 854: 95 
4.126: 190 1199: 376 
7.125: 104, 106 fr. 535.2: 376 
7.199: 88, 90 SOPHRON 
8.133: 95 fr. 136: 363 


9.41-2: 360-1 fr. 147: 363 


SosIBIOS 
FGrH 595 F 3: 204 
STEPHANUS BYZANTIUS 
142, 10: 161 
STESIKHOROS 
POxy. 2619: 244 
POxy. 2803: 244 
STRABO 
5.6.7: 39 
10.5.4: 21 
14.2.21: 294 
14.636: 284 
15.3.2: 178 
Suda 
s.v. €dwAudoat: 93 
s.v. Eiyappos: 361 
s.v. OapyjAva: 152,171 
s.v. ixpia: 106 
s.v. Kapxivos: 369 
s.v. [1d@ov: 153, 167 
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sv. BAjpawv: 361 
s.v. Béppos: 361 
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Characters 9.5: 90 
22: 63 
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30.6: 88, 112 
fr. 119: 166, 172, 176 
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1.6.3: 181 


3.104.2: 175 
5.32.1: 


177 
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6.4.3: 360 
6.4.4: 362 


6.54.6: 
6.54.7: 
7.57.4: 
8.85.3: 


TZETZES 
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102 


153 
154 
179 
339 


VITRUVIUS 
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5.6.8: 190, 191 
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I.Pergamon 174: 230 
I.Pergamon 332: 242 
I.Perge 14: 58 

I.Perge 23: 58 
I.Priene 4: 56,58 
I.Priene 17: 56,57, 58 
LPriene 53: 295 
I.Priene 54: 284, 295 
I.Priene 61: 56,58 
IPriene 63: 55 
I.Priene 68-70: 280 
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I.Priene 81: 57,58 LB-W 276: 315 
I.Priene 108: 57, 58 LB-W 278-80: 334 
I.Priene 111: 66 LB-W 281: 300, 308, 333; see also TE 53 
L.Priene 113: 45 LB-W 282-99: 298, 300 
L.Priene 118: 52 LB-W 282: 334 
I.Priene 174: 51, 62 LB-W 284: 305, 333 
L.Side 226: 61 LB-W 285: 306 
I.Smyrna 688-90: 307 LB-W 291: 306 
LTralles 21: 38 LB-W 295-8: 334 
LTralles 82: 31 LB-W 299: 312 
I.Tralles 121: 29 LB-W 1558: 251, 255 
L Tralles 133: 31 LSAM 9: 22 
LTralles 143: 31 LSCG 14: 155 

LSCG 65: 52 
LB-W79: 217 LSCG 73: 37 
LB-W 80: 301 LSCG 177 A: 271 
LB-W 91: 13, 220, 221, 222, 226-28, 242 
LB-W 92: 221 MAMA V1 173: 230 
LB-W 93: 13, 221-23, 229-32, 238,241, MAMA VIII 408: 58 

242, 273 Marmor Parium ep. 59: 356 

LB-W 121: 218 Milet VI 2, 939: 44 
LB-W 133: 218 
LB-W 252-99: 299 OGIS 130: 263 
LB-W 252-8: 302 OGIS 237: 297 
LB-W 252-6: 298 OGIS 319: 230 
LB-W 252-4: 304 OGIS 325: 224, 227; see also TE 49 
LB-W 252: 302-3, 304, 310 OGIS 367: 263 
LB-W 253: 301, 310 OGIS 491: 340 
LB-W 254: 304, 310 OGIS 500: 256 
LB-W 255-8: 304 OGIS 509: 34 
LB-W 255: 247, 310, 315 
LB-W 256-8: 310 SECir 103: 209 
LB-W 259-68: 306 SECir 120: 212 
LB-W 259: 305 SECir 145: 198 
LB-W 262: 306 SECir 158: 192 
LB-W 263: 305-6 SECir 161-2: 198 
LB-W 264: 305 SEG 1 no. 362: 114 
LB-W 265: 305, 311 SEG 1 no. 366: 239 
LB-W 266-7: 311 SEG 1 no. 398: 346 
LB-W 269: 299, 308 SEG 2 no. 580: 235, 236, 237 
LB-W 270-80: 298 SEG 2 no. 582-3: 221 
LB-W 270-2: 311 SEG 2 no. 644: 218 
LB-W 270-1: 306 SEG 4 no. 598: 225 
LB-W 270: 311-13, 315 SEG 4 no. 601: 236 
LB-W 271: 313-15 SEG 8 no. 529: 58 
LB-W 272: 307, 314, 316-18 SEG 9 no. 1: 192, 196 
LB-W 273-7: 333, 334 SEG 9 no. 3: 204 
LB-W 273: 312 SEG 9 no. 5: 196 
LB-W 274-5: 333 SEG 9 no. 8: 208 


LB-W 275-6: 298 SEG 9 no. 11: 186, 187 


SEG 9 no. 
SEG 9 no. 
SEG 9 no. 
SEG 9 no. 
SEG 9 no. 
SEG 9 no. 
SEG 9 no. 
SEG 9 no. 
SEG 9 no. 
SEG 9 no. 
SEG 9 no. 
SEG 9 no. 
SEG 9 no. 


SEG 10 no. 
SEG 11 no. 
SEG 14 no. 
SEG 15 no. 
SEG 16 no. 
SEG 16 no. 
SEG 16 no. 
SEG 16 no. 
SEG 16 no. 
SEG 18 no. 
SEG 18 no. 
SEG 19 no. 
SEG 19 no. 
SEG 20 no. 
SEG 21 no. 
SEG 21 no. 
SEG 21 no. 
SEG 21 no. 
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SEG 21 no. 
SEG 21 no. 
SEG 21 no. 
SEG 24 no. 
SEG 25 no. 
SEG 25 no. 
SEG 26 no. 
SEG 26 no. 
SEG 26 no. 
SEG 27 no. 
SEG 27 no. 
SEG 27 no. 
SEG 27 no. 
SEG 27 no. 
SEG 27 no. 
SEG 27 no. 
SEG 27 no. 
SEG 27 no. 


12: 187 SEG 27 no. 
13: 185-214 passim SEG 27 no. 
14-15: 187 SEG 27 no. 
16-17: 186 SEG 28 no. 
18: 193 SEG 28 no. 
21: 189, 191, 193, 198, 212 SEG 28 no. 
33: 211 SEG 29 no. 
46: 192 SEG 29 no. 
61: 212 SEG 29 no. 
66: 198 SEG 29 no. 
72: 189, 198 SEG 29 no. 
103: 196 SEG 29 no. 
354: 196, 208 SEG 30 no. 
322: 161 SEG 30 no. 
923: 52 SEG 30 no. 
65: 110 SEG 30 no. 
265: 210 SEG 30 no. 
89: 107 SEG 31 no. 
91: 107 SEG 31 no. 
94-5: 107 SEG 32 no. 
96: 107, 108 SEG 32 no. 
298: 210 SEG 32 no. 
66: 162 SEG 32 no. 
69: 154, 157 SEG 32 no. 
78: 111 SEG 32 no. 
117: 90 SEG 33 no. 
716: 209 SEG 33 no. 
343: 110 SEG 33 no. 
452: 107 SEG 33 no. 
468: 108 SEG 34 no. 
469: 152, 155, 163, 171, SEG 34 no. 
SEG 34 no. 

521: 90 SEG 34 no. 
541: 153 SEG 34 no. 
694: 154, 155 SEG 34 no. 
203: 92 SEG 34 no. 
112: 107 SEG 34 no. 
445: 203 SEG 35 no. 
44: 161 SEG 35 no. 
220: 154, 159, 162 SEG 35 no. 
1817: 208 SEG 35 no. 
12-13: 154 SEG 35 no. 
14: 154, 159 SEG 36 no. 
15: 154 SEG 36 no. 
16: 154, 160 SEG 36 no. 
17-19: 154 SEG 36 no. 
60: 61 SEG 37 no. 
89: 109 SEG 37 no. 
115: 69 SEG 37 no. 
650: 339 SEG 38 no. 
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1009: 64 
1194: 209 
1291: 376 
60: 57, 58, 109, 110 
75: 57,58 
225: 146 
752: 58 
771: 57 
807: 52 
1072: 57 
1089: 57 
1216: 57,58 
82: 61 

127: 154 
579: 376 
1073: 59 
1783: 209 
83 110 
625: 376 
41: 27 

129: 109, 110 
167: 109 
248: 123 
434-7: 69 
439-49: 80 
143: 90 
147: 22, 150 
1035: 57 
1039: 57, 58 
95: 107-8, 109, 111 
106: 57,58 
122: 109 
403: 63 
572: 376 
574: 376 
896: 80 
1168: 60 
590: 376 
823: 241 
912: 56, 58 
1152: 232 
1476: 21 
186: 56 
187: 61 
466: 69 
1046: 58 
89: 109 
356: 39 
380: 80 
143: 55-6, 58 
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SEG 38 no. 
SEG 38 no. 
SEG 38 no. 
SEG 38 no. 
SEG 39 no. 
SEG 39 no. 
SEG 39 no. 
SEG 39 no. 
SEG 40 no. 
SEG 40 no. 
SEG 40 no. 
SEG 41 no. 
SEG 41 no. 
SEG 41 no. 
SEG 41 no. 
SEG 41 no. 
SEG 41 no. 
SEG 41 no. 
SEG 41 no. 
SEG 41 no. 
SEG 42 no. 
SEG 43 no. 
SEG 43 no. 
SEG 43 no. 
SEG 43 no. 
SEG 44 no. 
SEG 44 no. 
SEG 44 no. 
SEG 46 no. 
SEG 46 no. 
SEG 46 no. 
SEG 47 no. 
SEG 47 no. 
SEG 47 no. 
SEG 48 no. 
SEG 48 no. 
SEG 48 no. 
SEG 48 no. 
SEG 49 no. 
SEG 49 no. 
SEG 49 no. 
SEG 49 no. 
SEG 49 no. 
SEG 49 no. 
SEG 49 no. 
SEG 49 no. 
SEG 49 no. 


Epigraphical Index 


1030: 342 
1462C: 53 
1875: 187 
1879: 209 

759: 55 

1153: 58 

1243: 37, 54, 58 
1244: 55 

148: 127 

959: 296 

1568: 30 

141: 154, 156, 157 
929: 296 

930: 296, 308, 334 
931: 296, 334 
932: 296, 308, 334 
1003: 236 
1007: 217 
1407: 34 

1750: 34 

846: 352 

26 A: 94 

26 B: 94, 95 
773: 58 

1186: 187 

659: 180 

699: 57 

949: 57 

402: 58 

536: 69 

1407: 45 

388: 21 

1773: 26 

2247: 32 
503-4: 64 

695: 24 

1383: 64 

2052: 185-214 passim 
113: 28 

720: 60 

949: 236 

1146: 29 

1501: 38 

1540: 230 
1566: 24 

1676: 23 

1753: 58 


SEG 49 no. 2105: 29 
SEG 50 no. 42: 26 
SEG 50 no. 725: 42 
SEG 50 no. 1109: 33 
SEG 50 no. 1211: 43 
SEG 50 no. 1290: 61 
SEG 50 no. 1342-3: 63 
SIG 382: 285 

Syll? 66: 285 

Syll? 183: 204 

Syll? 288: 112 

Syll? 314B: 204 
Syll? 390: 21, 28, 37 
Syll? 402: 29 

Syll? 424: 70, 210 
Syll? 432: 241 

Syll? 457: 69, 71, 72, 79, 83 
Syll? 590: 43 

Syll? 596: 192 

Syll? 634: 37 

Syll? 689: 46, 74 
Syll? 690: 74 

Syl? 703: 285 

Syll? 737: 41 

Syll? 802: 44 

Syll? 1080: 197 
Syll? 1111: 190 


TAM V 1368: 32 

TE'5: 271 

TE 12A: 259 

TE 33: 247, 248, 250, 251, 254, 256, 259, 
263, 266, 269, 270 

TE 34: 265, 267 

TE 40: 225 

TE 42: 277 

TE 44: 225, 226, 247, 250, 251, 255, 256, 
259, 260, 265, 268, 269, 270, 272 

TE 45: 226, 247, 249, 250, 251, 259, 267, 
268, 269, 270, 272, 273 

TE 46 A: 220, 226-7, 242 

TE 46 B: 221 

TE 46 C: 220-1, 228-9, 238, 242 

TE 46 D: 221, 229-32, 238, 242 

TE 47: 225, 262 

TE 48: 224, 247, 249, 250, 251, 252, 256, 
262, 263, 269, 271, 273 


' See 246 n. 3. For a concordance to the TE references see Le Guen (2001a) 
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TE 49: 224, 227, 247, 248, 249, 250,252, TE53: 282 


256, 261, 262, 263, 265, 273 TE 54: 258 
TE 50: 247, 250, 255, 256, 259, 260, 265, TE56: 258 
269 TE 57: 287 


TE 51: 247, 248, 250, 259, 264, 267, 268 TE 60-2: 277 
TE 52: 247, 248, 249, 253, 254, 256,262, TE67—70: 277 
263, 268, 269, 270, 272, 274 TE 73-5: 354 


